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Hi there! 

We're back! Alive and well, actually. Like last time, this is a fairly “normal” UPTOWN issue despite the fact that the 
lawsuit brought against us by The Artist's lawyers still hasn't been resolved. We want to reassure you that DAY'S OF 
WILD - A DOCUMENTARY OF PRINCE/THE ARTIST will be published, There may have to be some changes to the contents 
of the CD-ROM which will be included with the book, We are presently reviewing what items, if any, should best be left 
off the disc. But rest assured that all 20 back issues of UPTOWN and selected recent articles, as well as the exhaustive 
appendix, will remain a part of the disc. There is no question that this book will be considered the new unofficial Prince/ 
Artist “bible” since Per Nilsen's involvement guarantees that it will be a much improved (and, of course, fully updated) 
version of his acclaimed A Documentary. 

While we had planned to release DAYS OF WILD - A DOCUMENTARY OF PRINCE/THE ARTIST by this summer at the 
latest, the demands of defending the lawsuit have reluctantly forced us to postpone that release until October 1999. 
The next issue of UPTOWN (#39) will be out a month earlier than normal, on August 31st 1999 to give us time to wrap 
up work an DAY'S OF WILD - A DOCUMENTARY OF PRINCE/THE ARTIST in September. We regret the delay that the lawsuit 
has caused, and we ask your patience as that matter is resolved. But rest assured, all of you who pre-order DAYS OF 
WILD =A DOCUMENTARY OF PRINCE/THE ARTIST will receive your book! See advertisement on page 27 for more informa- 
tion on how to order the book. 

The Artist announced in mid-April that his next album will be titled Rave Un2 The Joy Fantastic, after the 1988 song. 
The news that the album, a 10-track single-CD, will be produced by an unnamed producer made us wonder if The Artist 
is studying UPTOWN, since we've promoted the idea that he should work with an outside producer for some time. 
Regardless, we have our doubts that he's going to be willing to actually take a back seat and let someone else make the 
production decisions. After all, he has nearly 25 years of experience as a producer and he’s hardly known for a “hands 
off" approach. Still, it will be an interesting experiment and it clearly shows that he wants to try something different this 
time, which is much to his credit, It has also been reported that he's bringing back his Linn drum machine and 
Oberheim synths for the new record, Interestingly enough, UPTOWN has gone on and on about how groundbreaking 
and completely unique Prince's music sounded in the eighties; it seems we're not alone in that belief. And some people 
say UPTOWN are past-dwellers... 

As promised, this issue contains a comprehensive Sign O' The Times tour report that examines all the concerts and 
one-off gigs that were played throughout 1987, The article entitled You'll See What l'm All About is an attempt by Per 
Nilsen to “explain” Prince/The Artist. We follow up our interview with Chris Moon [from UPTOWN #37] with part one of a 
conversation with Prince's first manager, Owen Husney. Part two is planned for the next issue. We plan to continue with 
many more interesting interviews with close Prince/Artist associates. We have spoken to or discussed interviews with a 
large number of people, including band members, engineers, and administrators. Stay tuned! 

The results of our poll (Everybody Needs A Thrill, UPTOWN #36) will be published in UPTOWN #39, August 31st 1999, 
We have received a tremendous amount of votes and comments; we need the extra time to compile and discuss all the 
results, Thanks to everyone who voted! 

We are proud to announce that Gavin McLaughlin, formerly of the Interactive Experience magazine, has joined 
UPTOWN and will act as both a staff writer and communications point for the UK. This means that UK readers can now 
subscribe to UPTOWN and order DAYS OF WILD directly from “UPTOWN UK" (see ordering details on page 27). We know 
that there are many UK fans who have been hesitant to send off money to Sweden (UK doesn't have any international 
money order system); from now on they can order from our UK representative. 

The UK has long been a major focal point for followers of Prince/The Artist. However, it has been something of a 
roller-coaster ride for the fans with the rise and fall of both Controversy and the Interactive Experience magazines. By 
bringing Gavin into our staff, we can ensure that this focus is once again maintained. We welcome Gavin aboard the 
UPTOWN team! 

Look for UPTOWN #39 in late August, followed by DAYS OF WILD - A DOCUMENTARY OF PRINCE/THE ARTIST in 
September, and UPTOWN #40 in late November. We'll spend most of the summer working on material for UPTOWN and 
writing and assembling DAYS OF WILD - A DOCUMENTARY OF PRINCE/THE ARTIST. In the meantime, enjoy this issue and 
the summer! 
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Paisley Park performances 





Rave Un2 The Joy Fantastic 

It was announced on the Love 4 One Another 
website on April 12th that the new album by The Artist 
will be entitled Rave Un2 The Joy Fantastic. It will be a 
10-track single disc. According to the website, The Art- 
ist has utilised many instruments fram the eighties, in- 
cluding “the Original Linn Drum Computer, OB-8, clav 
with a wah, guitar and bass.” The new songs are “up- 
beat major-key with Prince flavour sprinkled through- 
out,” according to the website. The sound of the record 
is said to “fit no category.” There has been no informa- 
tion concerning the whereabouts of The Revolution al- 
bum Roadhouse Garden. 


Las Vegas concert 

Tickets went on sale on May 17th for a one-off con- 
cert by The Artist at the MGM Grand Garden, Las Vegas, 
on May 29th. According to the Love 4 One Another 
website, it may be his last performance for 1999, 


New “1999” remix 

A new remix of “1999" by Roger Sanchez has been 
issued, It appears to be a legitimate release, but we 
have no information about a record label. 


Sampling CD-set 

A seven-disc sampling set is planned for release on 
NPG Records in the autumn. According to Love 4 One 
Another, it will contain “sounds from you favourite 
Prince songs.” The site boasts that “with no sample 
clearing required, this is a one-time buy of a lifetime!” 


The Artist in the audience 

In mid-March, The Artist attended a concert by Patti 
LaBelle in Minneapolis. She announced, “My good 
friend is here, | think... where is he?” The Artist stood up 
and chaos erupted as the spotlight hit him. She showed 
up at Bunker's afterwards to talk with him. Also in at- 
tendance were Morris Day, Terry Lewis, and the 
Grahams, Larry, Tina, and their daughter Latia. Morris 
and Terry went back to Paisley Park for a jam session 
with Larry and The Artist. 

The Artist attended a jazz show in New York on April 
6th at the Village Vanquard jazz club. He came with one 
bodyquard to the 11:30 p.m. show by Cuban jazz pian- 
ist Chucho Valdes. He listened to a couple of songs and 
then left. 

While in New York in April, The Artist and Mayte at- 
tended a concert by Lauryn Hill at Madison Square Gar- 
den. It was described as “a perfect mix of the old and 
new and a copy of the Bible was on the soundboard!" 
on Love 4 One Another. “This concert is the one to see!" 
Also in New York, The Artist and Mayte attended the 
New York Knicks versus Celtics basketball game. 

The Artist also caught a concert by Sheryl Crow at 
the Beacon Theater, New York, May 3rd. He was witha 
bodyguard, Ananda Lewis, and another man. He 
seemed to enjoy himself, staying for most of the con- 
cert. 


1-800-NEW-FUNK on the Net 


The 1-800-NEW-FUNK mail order service 
[www.1800newfunk.com] was re-launched on Internet 
on March 30th. 


The Artist has played four Paisley Park concerts since 
mid-April. His band is the same as previously minus 








Marva King, but with the addition of a trumpet player 
and Estelle, a female percussionist from the Twin City 
Jammers (who play at the local club Bunkers). Larry 
Graham was also on stage most of the time. The con- 
certs focused on covers, including many Sly and The 
Family Stone numbers and three Stevie Wonder tracks, 
GC$2000 material, and more recent Artist/NPG material 


such as “The War,” “The Good Life,” “Mad,” “Come On,” — 


and “Courtin’ Time.” Several Prince classics were played, 
including the rarely performed (since 1987) “Sign 0’ 
The Times.” Some of the more surprising selections in- 
cluded “Poom Poom” and “Make Your Mama Happy.” 
One of the shows featured a new song called “R U 
Ready?", possibly intended for Rave Un2 The Joy Fantas- 
tic. It was described as a fast, dance-oriented funk jam. 
Another new track was played over the speakers by the 
DJ after the May 8th gig. 

The first performance took place early Saturday 
morning, April 17th (a.m.). The doors opened at 1:30 
a.m. and there were around 300 people present. DJ 
Brother Jules kept announcing that The Artist and The 
NPG were going to perform. At 2:55 a.m, they hit the 
stage. The Artist seemed to be in a good mood, asking 
the crowd, “Hey, hey, hey, where did you guys hear 
about this? This is just a rehearsal, where did you know 
about this? Internet? How many people have comput- 
ers?” He wore a black outfit and a huge earring on his 
right ear. At one point, he handed out Watchtower leaf- 
lets, a Jehova's Witnesses brochure. Throughout the 
gig, he kept changing between his keyboard at 
centrestage and the guitar. He gave the trumpet player 
and the percussionist several solo spots. The set lasted 
nearly two hours. It was over at 4:50 a.m. 

The set list was the following: “Make Your Mama 
Happy” / “Sing A Simple Song” (Sly and The Family 
Stone) / “Love 4 1 Another” (GC5S2000) / "Who Knows" 
(Jimi Hendrix) / instrumental jam / “Thank You 
(Falettinme Be Mice Elf Agin)” (Sly and The Family 
Stone) / “The Ballad of Dorothy Parker” / “Mad Sex" / 
“The War" - “Living For The City” (Stevie Wonder) / 
“Groove On" (GC$2000). According to another report, 
Larry Graham's “GCS2000," Sly and The Family Stone's 
“Family Affair,” and “Come On" were also played. How- 
ever, itis questionable whether this is accurate. Still, the 
above set list must be considered tentative until more 
information is available. 

A second performance was held at Paisley Park a 
week later, early Saturday morning, April 24th (a.m.). 
The concert was announced on Love 4 One Another. 
Despite this there were only about 150 people who at- 
tended the show. The doors opened at 1 a.m. This time, 
Marva King sang with the band. Estelle, the percussion- 
ist from a week earlier was also on stage. The concert 
started around 2:40 a.m. with “Mad” samples. The Artist 
was having great fun, not least when Larry Graham and 
Kirk Johnson did a dance together. It was over at 4:00 
a.m. in the morning. 

The set included several songs played the week be- 
fore but also some additional numbers: “Mad” / “Oye 
Como Va" (Santana) / “Stand” (Sly and The Family Stone) 
/ Thank You (Falettinme Be Mice Elf Agin)” / “You Got 
Me" (The Roots featuring Erykah Baduh) / “Family Affair” 
i "Living For The City” / “Groove On” / “Pop Life” / instru- 
mental jam. Note that the set list is tentative. 

A third Paisley Park performance was held on early 
Saturday morning, May 8th. Doors opened at about 
1:30 a.m. and the place was packed. They hit the stage 
at around 2:25 a.m., starting the set with a full-blown 
rendition of "Sign O' The Times.” Larry Graham joined 
The NPG from the second song. Towards the end of the 
set, after playing “The Good Life,” The Artist said, 
“Thank you for coming out tonight.” He left the stage 
with the band members. However, a few minutes later, 
he came back on stage and launched into “Courtin’ 
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“Why do people have to know who | am,” the Artist 


then still known as Prince asked the black teen 
magazine Right On! in 1979. He has always wanted 
his music to speak for itself, questioning why 
people want to know more about him than what is 
contained in his work. Of course, we don't have to 
know what an artist is “really like” in order to 
appreciate his or her art, but the interested 
followers often want to get a deeper insight into 
the mind behind the work because it helps 


interpreting the work more fully. 


This article by Per Nilsen is based on interviews with 


many of Prince’s band members, producers, 


engineers, administrators, and many close 


associates. They offer unique and intriguing insights 


into his work and character, bringing a deeper 
understanding to this enigmatic musician, 


songwriter, and performer. 


A PORTRAIT OF THE ARTISI | 


You'll See 
I'm 


HERE ARE MANY IMAGES OF PRINCE, A TRULY MULTI-FACETED ARTIST. Despite his 


[Png career, spanning more than two decades, he has managed to remain some- 


hing of an enigma to his associates, critics, fans, and the general public. His un- 
villingness to talk to the media hasn't made it any easier to draw a cohesive por- 
trait. However, the essence of Prince has always been his creativity; every aspect of 
his life is dedicated towards his creative work. He has said, “My creativity is my life; 
it is what guides my everyday, my sleepless nights.” 

Prince is one of the most productive artists ever in popular music. His creativ- 
ity is both a marvellous gift and something of a self-described curse. Indeed, the 
essence of his lengthy feud with Warner Bros. was that he was foo productive. He 
wanted to release his music as soon as he had created it, which was a great deal 
faster than Warner Bros. (or any record label, for that matter) could marker it. By 
the time an album or a project appeared, Prince was often bored with it and was 
working on something entirely new. “That's the biggest thing I'm working on: 
patience and planning,” Prince said in 1990; it is probably just as true today. 

“Once he finishes something, he’s done with it, in every way,” says Marylou 
Badeaux, who worked for Warner Bros. Black Music department for much of the 
cighties and got to know Prince well. “He moves on to the next project, and the 
last thing, even though it may just be released, is considered old and tired in his 
mind. | would imagine that he watches the rest of us human beings and sees us 
moving in slow motion, which frustrates him to no end. 1 truly believe that he 
thinks and moves at a whole different rate of speed that no one of us can under- 
stand, because he gets so incredibly frustrated with time schedules and the time it 


takes to accomplish things, whatever those things are.” 


A musical vacuum cleaner 

Prince has often denied any point in making musical comparisons or trying to 
trace his musical roots. However, it is evident that his music did not spring fully- 
formed without external influences. Certainly, Prince's music is very much a prod- 
uct of its environment. As a black kid growing up in Minneapolis, Minnesota, a 
very “white” state, Prince was part of a minority. Most of the clubs and radio 
stations in Minneapolis catered to the white audience. “This is a guy who grew up 
enjoying many different kinds of music,” comments Alan Leeds, Prince's tour man- 
ager and administrator for most of the eighties. “He didn’t grow up in Alabama, 
where all he heard was R&B; he grew up in Minneapolis, where he heard every- 
thing from rock to James Brown records. And who he became as an artist reflected 
all of the influences that he grew up around. His early records said to me, “Listen, 
I'm black, I don’t hide it. | play R&B music, it’s part of me, but an equal part of 
me is rock ‘n’ roll. And nobody's gonna tell me | can’t play rock ‘n’ roll too.” 

The music industry was very segregated when Prince launched his career in the 
late seventies. With few exceptions, black artists were rejected for airplay by US 
pop and rock radio stations, and they were usually confined to the R&B charts. 
Obviously, Prince was very concerned about being “typecast” as a traditional black 
R&B artist, fearing that it would restrict his chances of reaching a wider audience 
and having the opportunity to explore all kinds of music. 

Prince’s grasp of musical styles is quite staggering in its breadth and what 
makes him unique is his ability to absorb many different influences and fuse them 
with his own idiosyncrasies to create an unmistakably original style. His music has 
often been called derivative, and he is rarely seen as an innovator in the same way 
that artists such as James Brown, Jimi Hendrix, The Beatles and Miles Davis are. 
Joni Mitchell once described him as a great assimilator, not an innovator. Eric 
Leeds portrays him as a “vacuum cleaner, who draws on anything that he listens to, 
but he’s one of those rare artists who has really kind of distilled his influences.” 
However, the borrowing of ideas is not in itself a weakness in any art form; the 


question is whether anything new is created by this absorption and if the whole 
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becomes more than the sum of its parts. 

Ever since the very beginning of his career, Prince’s records have defied estab- 
lished musical formats and genres, inspiring music critics to come up with such 
labels as “dance rock,” “new wave funk,” ` fnk rock,” and the “Minneapolis sound” 
in their attempts to describe his music, Essentially, Prince’s rock and pop songs 
were funkier, more danceable than almost anything preceding him, as he placed 
more emphasis on the rhythm cracks, Simultaneously, he brought a more melodic 
content to funk by making the chorus and hooks integral parts of the songs. The 
sound of Prince’s music was also startlingly different. His sparse, dry productions 
contrasted with the loud, bombastic, and echo-saturated sound favoured by many 
producers in the eighties. Prince’s arrangements were spartan, sometimes almost 
demo-like, usually featuring his versatile use of the drum machine (from 1981) and 


with synths to the fore. 


The sacred and the profane 

Many of Prince's songs celebrate the pleasures of the flesh and living life to its 
fullest, free from society's restricting constraints. He emerged on the music scene ata 
sme when the social and political awareness of the sixties and early part of the seven- 
ties had largely been replaced by the individualism, hedonism, and materialism of 
the so-called “me generation.” His forthright lyrics about the pursuit and enjoyment 
of sex seemed to capture the imagination of the new generation. At the same time, 
Prince dedicates his albums to God and his work manifests his strong belief in God 
and the afterworld. He has said, “There has always been a dichotomy in my music: 
I'm searching for a higher plane, but I want the most of being on earth.” 

Prince’s blending of the sacred and the profane has been widely misunder- 
stood and even called blasphemous, yet he simply explores the conflict between 
man’s desire for spirituality and the undeniable urge to give in to temptation. He 
clearly does not see a conflict between sexuality and spirituality, instead viewing 
them as being closely related, “When you have faith, serotonin starts pumping in 
your brain. It’s the same as when you have an orgasm. Sex is spirituality. Flesh on 
flesh, it's the highest form of spirituality here on earth.” 

Prince’s early work did not express much emotional maturity, perhaps not 
surprising, considering his age at the time, The emphasis on sex had all the ear- 
marks of someone who was willing to settle for one-night stands over genuine 
commitment; even if illusionary, sex seems to have provided a sense of belonging 
and intimacy, comforting the insecurity and loneliness which his early lyrics re- 
vealed. The focus was usually on the lustful, carnal side of the relationships, which 
were often highly possessive. Women were basically seen as treacherous; his early 
songs were filled with unfaithful lovers and mistreating, “do-wrong” women, lt was 
always the woman who was distant, untrue, and unworthy, while the sensitive man 
remained faithful in spite of her cruelty. 

Prince’s early material had very little to do with love or deeper emotions, but 
with his sixth album, Purple Rain, there was finally a sense that love is more diffi- 
cult but ultimately more fulfilling than mere sex. Some of the tracks on Purple Rain 
and Around The World In A Day deal with the struggle of recognising the differ- 
ence berween love and lust. The / »aradel Under The Cherry Moon project communi- 
cated the belief that love, not sex, is the essence of life, while Sign O° The Times saw 
him praising faithfulness and commitment, indicating a more mature approach to 
relationships. Since then, Prince has grown and developed as a songwriter and the 
emphasis is now more on love and devotion than sex or lust. Other recurrent 
themes include the importance of being true to oneself, maintaining an open mind 
and a positive outlook on life. His work conveys a strong work ethic, a belief in 
education, and an anti-drugs message. The outside world rarely figures in his lyrics, 
although his more recent work shows a growing Interest in tackling social and 


poli tical issues. 


Inspiration and discipline 


A truly obsessive artist, Prince pours his whole emotional life into his music. 


Although often labelled a workaholic, he does not consider creating music his work, 
saying instead that its “a fact of life, just like breathing.” He attributes creative 
inspiration to his spirit, which he says has access to a “voice inside” that tells him 


when it’s time for a song to be born. Just as breathing is a fact of one's physical 





body, he sees creativity as a product of his spiritual body, “Music is made out of 


necessity. You're almost cursed, You're not even its maker, you're just there to 
bring it forth.” 

Creativity springs from the innermost part of us, the unconscious, which com- 
municates through images, feelings, insights, and flashes of inspiration. Creative 
people have their own unconscious more available to them, which means that they 
have more ideas and feelings available as stimuli and working materials. The con- 
scious mind acts toward the unconscious as a filtering system, bringing order and 
preventing an overwhelming feeling of the unknown. Interestingly, psychoanalysts 
have argued that “double personality” is not an uncommon trait of highly creative 
people due to the dictated quality of much inspiration and the creative individual's 
access to his or her unconscious. 

For Prince, creativity is a gift from God and he views creativity as a spiritual 
practice; when he ts opening himself to his creativity, he is opening himself to God. 
It would be misleading, however, to think that all of Prince’s music is the effortless 
result of some divine inspiration. People identified as creative do not just walk 
around and have great ideas; their ideas are a result of hard work and a commit- 
ment to their craft, and Prince is no exception in this regard. “His discipline is one 
of his greatest assets, argues Susan Rogers, Prince's home studio engineer and 
technician from 1983 to 1987. “He's always aware of how much talent there ts out 
there and how good he has to be to be competitive.” 

Tales of Prince’s work ethic and demanding hard-working, habits are legen- 
dary. André Cymone, a childhood friend and Prince's bass player between 1978 and 
1981, recalls one rehearsal and recording session that stretched non-stop for more 
than two days, “We didn’t go home at all. When I did get home, 1 just rook my 
clothes off and threw them away. They were trashed.” Prince seldom sleeps more 
than four or five hours a night, saying “sleep is a waste of time.” He is as demand- 
ing of others as he is of himself. Not many of the musicians, assistants, engineers, 


and technicians he has worked with have lasted more than a few years. Rogers 


estimates that she put in 15 years’ of work in her five years as Prince's recording 


engineer, “You were exhausted, because this was a guy who'd work for 24 hours 
straight, then sleep for four hours, then work for another 24 hours. I did see it as 
workaholism. We worked so many Christmas Eves and New Year's Days. It was 
compulsion, it was ambition, but it also filled a vacancy in his life.” 

Prince's drummer from 1989 to 1996, Michael Bland describes being a band 


member as a “non-stop, 24-hour-a-day, seven-day-a-week job. It's an ongoing thing, 


5 


The job goes all the time because Prince goes all the time. The cat never sleeps.” 
“He used to drive his engineers crazy,” says Craig Hubler, Managing Director at 
Sunset Sound, a studio in Los Angeles where Prince worked extensively between 
1981 and 1988.” The key to his work style was spontaneity. There was almost an 
organised madness to his methods, almost as if his unpredictability was predictable. 
We finally ended up giving the engineers beepers so that they could be summoned 
at any time to get in their cars and come down to the studio because he was ready 
to work.” 


Sheltered life 


Prince’s driving absorption with music largely dictates how he leads his life, 
which is a very sheltered and isolated existence. From very early on, he cut himself 
off from practical life in favour of “living” in his head with his music and ideas. “I 
think he lives in some sort of fantasy,” comments Ingrid Chavez, a singer-songwrit- 
er-poet who worked with Prince between 1987 and 1992. “He talks about the life he 
wants to live more than he lives it. But you don’t know what the ground feels like 
unless you’re walking barefoot.” Saxophone player Candy Dulfer described Prince 
as a “complete hermit” after working with him in 1989. “He has put a pretty big 
wall between himself and the rest of the world,” remarks Bobby Z., Prince’s drum- 
mer between 1978 and 1986. 

By creating his own world Prince has sought to attain a nurturing environ- 
ment which will allow him to devote all his time and energy to his creative work 
without outside distractions. “It’s all about enabling him to work,” concludes Alan 
Light, editor-in-chief of Vibe magazine, who has conducted a few in-depth inter- 
views with him. “Everything else is designed that if he doesn’t choose to come out 
of that music bubble, he doesn’t have to. When he wants to, he’ll reach out and 
bring you in, but not the other way round. When you're dealing with the raw 
genius of what his talents are, that’s an isolation unto itself anyway.” 

Prince’s entire existence is set up so he can work as much as possible and 
whenever inspiration strikes. He has always done home studio recordings but since 
1987 he does most of his work in his own studio complex, Paisley Park. For the 
sake of variety, he also spends time and records in Los Angeles. While on tour, he 
sometimes uses mobile recording trucks and visits studios along the way. 

Comfortable in all aspects of the recording process, Prince is a self-sufficient 
musical entity in the studio, writing, recording, arranging, producing, and mixing 
most of his music completely by himself. He is a highly skilled guitarist, bassist, 
keyboardist, and drummer. “It’s a very rare and unusual situation,” remarks Bobby 
Z. “Yow re dealing with a situation where the guy can play all the instruments. He 
can do it fast. He hears it in his head. If he can teach you a part and you have a feel 
to it that he didn’t have, then he’ll use it. Otherwise, he can complete the entire 
work without saying a word to anybody. It’s convenience: you can do it all by 
yourself, all hours of the day and night.” Rogers emphasises that it is “unique with 
someone like Prince, who is both a virtuoso musician and a great songwriter. Musi- 
cians can usually be divided into two categories: those who know their instrument 
just well enough to be able to write songs on it, and other people who aren't 
songwriters but virtuosos, devoted to being great on their instrument.” 

“For the most part the bands, including The Revolution, have had very little 
influence on his recordings,” says Eric Leeds. “It has to do with the simplification 
and just the convenience of being able to do everything he wants to do, and not 
having to lose his creative flow by having to translate what he wants to anyone else. 
Every song dictates its own process. There can be situations where he might start a 
song by himself and then decide that he wants to bring in individual members of 
the band to overdub a particular part. It’s all by a case-by-case basis. His creative 
muse happens so fast that the only way he can get what he wants is just to do it 
himself. And since he can, why not?” 

Prince has the apparent ability to envision an entire piece of music in his own 
mind before committing it to tape. While he does not plan out every detail of a 
composition before entering the studio, he clearly has made many of the key deci- 
sions in advance of recording it. “Everything he did was already in his mind,” says 
Bob Mockler, a recording engineer who worked with Prince from 1979 to 1981. “I 
felt like I was sitting in the studio with a modern-day Mozart. He came in and 
played the drums and you wouldn’t be hearing anything but the drums. The tape 
would be virgin! Then he'd put everything to the drums: bass, keyboards, guitar, 
and background vocals. Once he got the backing tracks down, he did a serious lead 
vocal. He’s the only musician I’ve ever worked with that I never saw guessing 
once.” 

Favouring spontaneity and feel over technical perfection, Prince probably 
records more urgently than any contemporary musician. He takes each individual 
song as its own project and usually records, overdubs, and mixes the track in one 
uninterrupted session. “He doesn’t make records like other people,” says Peggy 
McCreary, who engineered many of Prince’s recording sessions at Sunset Sound 
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between 1981 and 1985. “If we start a song in the morning, it was rare that we didn’t 
finish it that night, at least a basic mix. On occasion, it was taken down and remixed 
later, but it was almost always born right there and that is why it sounds so fresh. It 
was gruelling, but he was a genius and it was an incredible experience to watch him 
work,” 


Creative urge 

Prince has described his creative urge as a powerful, uncontrollable force that 
he has to obey, “The thing is, when you're called, you’re called. I hear things in my 
sleep. I walk around and go into the bathroom and try to brush my teeth, and all of 
a sudden the toothbrush will start vibrating. That’s a groove, and you've got to go 
with that. That means drop the toothbrush and get down to the studio.” He has 
said, “My creativity is my life; it is what guides my everyday, my sleepless nights.” 
Unquestionably, an essential key to Prince is his creativity; a deeper understanding 
of his character requires an examination into the nature of creativity and personal- 
ity traits connected with creativity. While creativity may defy a precise definition, 
the concept has been explained by contrasting it with conformity. Thus, creativity 
can be seen as contributing original ideas and work, and new ways of looking at 
things, whereas conformity is doing what is expected. Creative people strive for 
originality and just as very low intelligence is stupidity, so very low creativity is 
ordinariness. 

In many ways, Prince is an archetypal creative artist, who “lives” primarily in 
the intuitive, emotional, non-verbal “artist brain,” the right hemisphere of the brain, 
which is sensitive to subtleties and thinks in sensory images in contrast to the “logic 
brain,” the left half, which does most of our talking and thinks in neat, linear 
fashion, perceiving the world according to known categories. Most musical capaci- 
ties are housed chiefly in the “artist brain.” Prince has always trusted his feelings 
and intuition, at times at the expense of rational planning and sound business 
decisions; his career is littered with cancelled projects and last-minute change of — 
plans. 

Describing himself as a “listener, not a talker,” Prince has said that music is his 
“language.” Many journalists have commented on the difficulties of engaging him 
in a straightforward conversation and his sometimes evasive, monosyllabic answers 
to their questions. He appears taciturn and, instead of answering questions in words, 
often prefers to respond by mime or gestures. “He’s a communicator primarily 
through his lyrics and music,” observes Rogers. “It seems that the more gifted the 
artists are, the more they tend to be restricted in their abilities to communicate and 
deal with people verbally.” 

Tyka Nelson, Prince’s younger sister, and others close to Prince talk about an 
intuitive relationship that does not always rely on spoken communication. “People 
sometimes find it difficult in our company because we operate on the same wave- 
length,” Tyka says. “I can say to Prince, ‘Do you see orange snow?’ and he knows 
exactly what I mean. You can see people coming all over confused, thinking we 
must be high. It’s just imagination. We are spiritual friends.” Others have also 
noted his intuition and instinctive perception. “He seems to understand what I’m 
thinking before I say anything,” Madonna remarked after one of her first meetings 
with Prince. 

Prince’s thinking has often been depicted as unusual or irrational, and he clearly 
can be difficult to communicate with. William Blinn, who worked with Prince on 
ideas for the Purple Rain film, deemed him “not conversationally accessible,” be- 
cause “he talks in images a great deal, and after you've listened to him for awhile 
you start to understand that there’s a consistency to what he’s talking about.” Sim- 
ilarly, Peter McDonald, who worked as executive producer on the Graffiti Bridge 
movie says, “What he’s doing all the time is giving clues about what he’s thinking 
and expecting to see. It’s up to you to be tuned in. It’s like a crossword: the clues 
are there, and it’s up to you to be bright enough to pick them up.” 

Creative people have a drive for independence and want to make their own 
decisions about what they do. They value originality and have a freedom of spirit 
that rejects limits imposed by others; they like to go beyond existing rules and 
procedures. Generally, creative individuals are imaginative and often perceive prob- 
lems differently, noticing things others ignore. They are usually uninterested in 
social norms and social acceptance. Studies have shown that when highly creative 
people are asked to describe themselves they use adjectives such as demanding, 
assertive, dominant, serious, intelligent, enthusiastic, spontaneous, curious, impul- 
sive, stubborn, bold, egotistical, hurried, irritable, emotional, and sensitive. Most 
of these characteristics undoubtedly apply to Prince. 

The capacity to express both masculine and feminine aspects to the personality 
is a common trait of creative individuals. Throughout his career, Prince has al- 
lowed his feminine side full expression through his image and by tailoring music 
and lyrics for female artists. Women provide inspiration and Prince clearly enjoys 
working with them since they contribute to creating a warm, supportive atmos- 
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phere, which is conducive to creativity. “I sensed from him a very strong feminine 
energy as well as a very strong masculine energy,” says Rogers. “It was almost like 
working with a man and a woman. He’s not the only one I've run across. Many 
artists I’ve worked with, who are very sensitive and creative, have that strong an- 
drogynous personality.” 

Many who have worked with Prince have been struck by his extraordinary 
perceptiveness and almost photographic memory. Describing him as a “sponge,” 
Owen Husney, Prince’s first manager, believes that his “greatest ability is that he 
absorbs everything. He can walk into a room and absorb everything. He’s so smart 
and sponge-like. He would start working with different people and after a day or 
two, he had absorbed everything they were doing. He wanted to do it himself. He’s 
so bright.” Rogers concurs, “He observed and remembered everything. When you 
worked with him, his eyes were always on the move and he had a force field of 
energy. It was definitely a force to be reckoned with. I never caught him in a lazy 
moment. In order to keep up with him, you had to be as alert and as aware as you 
could be to aid his creativity.” According to David Rivkin (brother of Bobby Z.), a 
musician, engineer, and producer who has worked with Prince on a number of 
projects throughout the years, “Prince would sit and suck up things, and then spin 
back out a song. The more creative somebody is, the more they notice.” 


Cautious reserve 

Prince is basically shy and reserved in person, traits surprisingly common in 
performing artists considering their lack of on-stage inhibitions. In fact, introver- 
sion is usually seen as one of the key personality traits accompanying creative tal- 
ent; creative people often tend to be withdrawn and internally occupied. People 
who are more outgoing can be so busy seeking and enjoying the company of others 
that they do not allow themselves the time and mental investment needed in order 
to pursue creative endeavours. Creativity requires working with the world of ideas 
and this work is almost always a solitary process. 

Outsiders have often interpreted Prince’s cautious reserve as arrogance or ego- 
mania. “He didn’t relate well to people he didn’t know, but we knew it was mostly 
because he was shy,” says Sunset Sound’s Craig Hubler. “Some clients used to 
come up to him in the courtyard, when he was playing basketball, and compliment 
him on his work. He would often just stare at them, not say a word, and just walk 
away. Sometimes he mumbled a reply. They were offended and thought he was 
rude.” 

On the other hand, collaborators testify that he can be very talkative and ex- 
troverted once they gain his confidence, and many depict him as having a mischie- 
vous sense of humour. “He can be screaming and yelling in the studio,” remarks 
David Rivkin. “He can be laughing when he stands on a couch and yells out things 
and jokes, and talking and talking and talking. You have to turn around to see if 
there is anybody else in there.” Husney says that Prince was “really into” humour. 
“He loved to laugh. I have a kind of humour that, if people get it it’s really cool. 
And he got it immediately. I hate to say that it’s an intelligent brand of humour, 
but I think it borders on the sick. He just got it right away.” 

Prince has never found it easy to reveal intimate feelings and he maintains a 
certain distance from people around him, very rarely discussing personal matters 
even with his closest associates. After many years of playing together, Matt Fink, 
his keyboard player berween 1978 and 1990, was startled when Prince once opened 
up to him about his family life. McCreary says that it was “very rare that we would 
sit around and have a conversation.” Alan Leeds describes him as a “distant” per- 
sonality, “He’s not one for small talk or casual conversation. If he’s on a tour bus, 
he may have some conversation that’s relatively casual, but nine times out of 10, 
even that will be something related to the show or the album or something. Almost 
everything in the 10 years I was with him, save some very specifically allocated 
leisure time, was somehow about music or the show. He’s so strictly defined by his 
career that there really hasn’t been a normal life away from that.” Rogers notes that 
“everybody who worked for Prince was more or less intimidated and we were all at 
an arm’s length. He would normally show the world the Prince ‘character’ that he 
had created and there was only a certain degree of vulnerability he would show 
others. As for who he really was, deep in his heart, he seldom got that honest in his 
private life.” 


Troubled upbringing 

“Prince is very much a product of his childhood,” Bobby Z. reckons. “His 
childhood produced a situation where he was driven to be creative and write. He 
had the discipline and the ability in combination with the drive. And when you 
have chose elements in our society, you succeed.” There is no question that many 
of Prince’s personality traits stem from a somewhat troubled upbringing. When he 
was 10 years old his parents divorced and his father, a part-time jazz musician left 
the family home. His mother had to work hard to support Prince and Tyka, which 





demanded responsibility of Prince from early on. “He was forced to grow up too 
soon, so in some ways he never did at all,” according to Tyka. Prince began to 
explore the piano that his father had left behind; he has said that music filled the 
void. At 12, Prince ran away because he did not get along with his stepfather. After 
spells with his father and an aunt, he finally settled with the family of his friend 
André Anderson (later known as André Cymone). 

Prince has described his childhood as a difficult period of adjustment and 
isolation, “I was constantly running from family to family. It was nice on one 
hand, because I had a new family, but I didn’t like being shuffled around. I was 
bitter for awhile, but I adjusted.” A remarkable amount of famous artists have 
emerged from broken homes and less than stable childhood. Perhaps the adversity, 
slights, and taunts in youth are needed to evoke a ruthless sense of purpose, with- 
out which great actions are seldom accomplished. A lack of affection in early life, 
from whatever cause, is often a critical experience which leads many to seek atten- 
tion, acclaim, and adoration later in life; someone who is disregarded in childhood 
tends to compensate for this neglect in adult life by wanting compulsively to be 
loved or recognised. 

“If you've been hurt as a child, you throw up all kinds of protections, says 
Husney. “You may not let people get close to you; your whole thing after that 
happens is keeping others at a distance. If you’re a control freak like him, you're 
just trying to control your environment so you won’t get hurt.” Prince’s childhood 
seems to have led him to appreciate that the only person he could depend on in all 
circumstances was himself. Some of Prince’s associates have even likened his mis- 
trust of others to paranoia. He has clearly had difficulties forming lasting friend- 
ships and relationships throughout his life. “He didn’t have any friends unless they 
were on the payroll,” observes Karen Krattinger, who was General Manager of 
Prince’s PRN Productions company from 1985 to early 1989. “It’s sad that someone 
so brilliant spent his whole life in the studio. He was missing so much. Maybe he 
didn’t realise people loved him for the person he is. He thought it was because they 
wanted something from him. I talked to Jerome Benton fa close friend of Prince’s 
in the mid-eighties] about Prince and he said, ‘Prince never had to pay me to be his 
friend. Pm always his friend.’ But in so many instances, it seemed as if Prince felt 
that if a person wasn’t on his payroll, he couldn’t totally trust them.” 


“The inner child” 


Many artists cannot conquer the self-doubt that plagues all people to a certain 
extent. “Most of the artists I’ve known through the years have a self-esteem prob- 
lem, Prince included,” says Badeaux. “Everyone knew that Prince was always influ- 
enced by whomever had his ear.” Still, it is clear that Prince has a great deal of self- 
confidence as a musician. According to Rogers, “There isn’t an artist who doesn’t 
suffer from low self-esteem to some extent, but Prince was just determined to be 
successful and would not fall victim to that. Very rarely would he listen to some- 
thing the next day and say, “Wow, I really goofed up there.” 

Prince revealed in an interview with Oprah Winfrey in 1996 that an alternate 
personality, created by him at the age of five, was discovered when he was helping a 
friend through therapy. The phenomenon of having an imaginary character is un- 
derstood as a primitive defence mechanism; it is a way to cope with stress and 
anxiety, usually during childhood. This entity is very vivid and can be like an 
encouraging friend or a confidant. The imaginary companion with which one in- 
teracts is referred to as an inner child or an inner voice, and it is sometimes seen to 
represent one’s spirit or one’s higher or true self, the person one aspires to be. 

Clearly, Prince developed an alternate personality for companionship and to 
cope with feelings of rejection in childhood; it was “somebody to care about you, 
love you, be your friend and not ridicule you,” he has said. Over the years, he 
cultivated his inner dialogue, which helped him build self-esteem and conquer self- 
doubt. Significantly, he has attributed many career decisions to “conversations” 
with his spirit, which he equates with his higher self, the most popular ones being 
the shelving of the Black Album and the name change to the unpronounceable 
symbol, “I did it because my spirit told me so,” he said of the latter. He has often 
been willing to follow his intuition and inner guidance directly and fearlessly, ex- 
plaining, “I just do what I’m told.” 

Prince has said that “my work is my love, my love is my work.” Regardless of all 
the psychology and observations, his true biography lies in his creative work; he ex- 
presses himself through his songs, records, films, and stage shows, and his creative 
successes and failures define and shape his character. By listening to those who have 
worked closely with him and examining his immense body of work, a sharper pic- 
ture begins to come into focus of an artist with extraordinary musical and creative 
gifts, who makes music “because if I didn’t, I'd die. I record because it’s in my blood.” 


This article is a reworked and extended version of a portion from DanceMusicSexRomance, the 
forthcoming book by Firefly, England. 










In 1976, Owen Husney became Prince’s first manager after 
hearing the demo tape he had recorded at Chris Moon’s studio. 
Husney had experience in pop music that went back 15 years, starting 
when he was in a pop group himself. He financed the recording of a new 
demo tape, which led to Prince’s deal with Warner Bros., said to be the biggest 
recording contract up to that time for a solo artist 

with the exception of Johnny Winter. 

In the first part of our interview with Husney, he elaborates on his background in 
: | the music business, his teaming-up with AS and 
how he got him signed to Warner Bros. 

The second part, covering the recording of For You and how/why Husney and Prince 


parted ways in late 1978, will be published in the next issue of UPTOWN. 
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AN EXCLUSIVE INTERVIEW WITH OWEN HUSNEY - PART | 


What You're Doing 


Can you expound on your own background and how you got into 
music? Didn't you play in a group called High Spirits together with 
David Rivkin amongst others? 

Yes, that’s right. | was the classic nerd in high school. I was the 
guy who wore the high pants and had the pencils in the pocket. 
Actually, it would be interesting to do a story on what | went 
through in high school. | was the guy who always got beat up by 
the football players. | was anti-jock and | became an assistant coun- 
stllor at a kid’s camp in 1962 or 1963, | can’t remember the year. 
And these travelling guitar players came through and they played 
some of these camp songs on the guitar, And | thought, “This is 
exactly what I want to do.” I think | was in the roth grade and 
when I came back in the meth grade, I started to play guitar like 
crazy. | sold my clarinet and:bought a guitar and a reverb with it. 
Just went downstairs and- starved playing like crazy, and started 
listening to records and emulating them, 

I think it was the winter of °64 and 1 just started a band, we 
rehearsed for like three months. We came together, I don't know, 
bur there was a magic to what we did. It was really strange, but 
whatever we had, we had i. The people we had in the group were 
very serious, and it wasn't like this was just something to do. 

We played ar the high school homecoming in "64, so it must 
have been September or October. We came together with this great 
sound and everybody went just absolutely out of their minds, The 
school just thought we were the greatest thing that ever happened, 
so | went overnight trom school dork to like the coolest. In fact, 
the style thar I had with my pants up high and all, everybody was 
- doing that. It looked like chat suddenly, everything 1 was, which 
was basically a nerd, became cool, and then we played all the high 
school parties and then it kind of spread from there. 


Playing, announcing, booking, promoting 

What happened next? 

Then in December of '65 we put out a record called “Turn 
On Your Lovelight” by Bobby Bland, and we covered the tune. 
We did it as a garage band. In fact, our records are very highly 
collectable. My first cousin's record label, it's called Soma Records, 
and they had had a series of hits on Soma Records: “Surfin’ Bird” 
had been Top Five, they had “Liar, Liar” by The Castaways, they 
had Dave Dudley's “Six Hot Days In A Love Life.” My cousin 
owned the record label here, he was the largest distributor of records 
‘in the world at one point, and they put out on their label, on Soma 
Records, and then we brought it over to radio stations. We called 
the radio stations 16,000 times. And the record went to number 
one on the station. It went to number one here [in Minneapolis], 
Kansas City, Chicago, so we weren't really national stars but we 
were known locally across the country. 

We went down to Kansas City, and they thought we were like 
The Beatles down there because our record was number one. ‘They 
just assumed we were national stars... It was the greatest time of my 
life, and | was making like $300-$400 a week. It was 1965, and | 
was like 18 years old, and I didn’t have to pay taxes because we got 
paid-in cash. So, to make a long story short, I made a lot of money. 

The band ended when the gigs started going to the major halls, 
with the police escorts, to a week at the Holiday Inn, That's when 
you kind of knew your band was over. Then I became a radio 
announcer for awhile, KUXL and KQRS, right here in 


Minneapolis. I went to radio announcer school, because without 


the band I didn’t know what I was going to do. 

You became a booking agent, right? 

Yes, I was into the business, and I loved music, so from there | 
went into business with Dick Shapiro, who owned a booking agen- 
cy Central Booking Alliance. He hired me as a booking agent, and 
within a very short time we became partners. We were booking a 
lot of acts. Then, one day, some major manager called us to ask if 
we would book a local act. We said “yeah” and I found some local 
band to open for them, From there I developed a relationship with 
those people, and this is where my manager training came from, | 
was the guy who did the food trays, So | went from putting the 
opening acts on to putting the food in the dressing rooms, 

‘Then that led to setting up lighting, and the sound systems. 
But the greatest part abour it was that when I was folding the 
bologna in the back room, | got to hear all of the managers and 
artists talking and I got to hear the artists yelling atthe managers. | 
learned, I listened, I just would fold exera- bologna: That's where | 
learned most of my stuff abour the business! 

So from there [started helping the national promoters to set 
up their sound ‘and lighting, and doing all that kind of stuff. | 
became a partner with a fellow by the name of Howard Stein. | 
became a promoter and started promoting. I guess Richard Harris 
came into town. He had a song called “McArthur's Park”, written 
by Jimmy Webb, It was a number one record, and he was touring 
with a 40-piece orchestra. I showed up there to see the show and 
there were maybe only five people in the audience. So | wrote Ri- 
chard Harris a letter, | said, “I don’t know much about this, bur | 
could pack your shows if you would let me do all your marketing.” 
I just wrote him a letter, | didn’t know what the hell 1 was talking 
about. And I got it to his hotel room, because he was in town for 
two or three nights. Then, about two or three days later he called 
me back and said: “I got your letter. Well, do you want to go on 
the road?” I was like, “Okay.” So all of a sudden there was an 
itinerary and I was gone for like three months on the road, T would 
go into each of the cities ahead of Richard Harris, ahead of the 
show, and get all of these local ralk shows and he would come in 
and do those and then do the concerts. The concerts went from 
half-full, to three-quarters full, to full and started selling out. 

I spent about three months on the road with him. Then I did 
the same thing for Alice Cooper, Sonny and Cher, and I started 
promoting concerts. Finally, | got a chance to do the Stones’ "72 
tour, and I also did Elvis Presley. I was really lucky, | can't remem- 
ber the exact time period, but from the late sixties inte the early 
seventies | worked with every major act except for The Beatles. | 
worked with every single major act on the face of the earch! 

Hewever, being a promotor, you know you would make 
$50,000 one night, then you would lose $60,000 the next night, 
then you'd make $70,000 one night, and then you'd lose $80,000, 
It was too up and down for me, so | opened up an advertising 
agency, The Ad Company: advertising and marketing based on 
rock ‘n’ roll. The company grew to about $8 million. At that point 
I found this 89-year-old lady named Ruth. She was an old actress 
here in the city and she was this really cool lady. As one of my 
marketing toys in my advertising agency I had an account called 
the “Electric Fetus,” which was this head shop, and I used her in 
the advertising for it. So I had this 89-year-old lady talking about 
this paraphernalia and everybody just loved it. 


From there, | wrote Warner Bros. a letter and I told them | 


Prince at Sound 80, 1977. 
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Front page of Husney's deluxe 
press kit, 1977. 
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First page of the Warner Bros, 
contract, signed June 25th 
1977. 


could do some ads for them using this 89-year-old lady. So I wound 
up putting her on the radio commercials and singing a song, you 
know, . I did a couple of 
Randy Newman commercials out of that and a couple of Little 


“It’s so hard to be hip when you're 89.. 


Feat, using this 89-year-old lady. Then Warner Bros. flies me out 
and they want to hire me at Burbank to work there. And let's just 
say this, there was a heavy cocaine era going on at that point, and | 
would have died if | would have taken that job at that time. They 
had flown me out for the week, but I decided not to take the job. | 
stayed at my advertising and marketing firm, I still made some 
good friends, one of whom was Russ Thyret, who wanted to hire 
me. 

I came back and decided that that kind of life out there was 
not going to be my life. About two weeks later this guy, Chris 
Moon, was sitting at my couch and he said, “You're not going to 
believe this: I've got the next Stevie Wonder!” I just said, “Wow!” I 
let him sit on my couch for about a week, and on Friday he said, 
“No really, you gotta trust me. This guy is absolutely fantastic!” So 
I said, “Alright, come into my office,” and he played me the demo 
tape. 

So, you knew Chris Moon before that? 


Yeah, | must have, but 1 don’t remember how I knew him. 


Hooked 


Your meeting with Chris Moon, when he played you the demo 
tape, has been described in various books. Some claim you were 
“hooked” from the beginning, while others say it took some time 
before you decided that this could be something. Can you tell us 
what happened: what was your reaction? 

I was absolutely hooked from the beginning, There was just 
no doubt about it in my mind. There was no question, | mean, | 
was a musician, so | came from understanding what he was doing. 
But, it was true, he literally played me the tape and I have this kind 
of meter in my head... There’s a lot of music that, when you listen 
to it, it just comes way up here [motioning with his hand], and it 
sounds like it’s great and it sounds like it could be a hit record, but 
“Who's 
one guy playing, 
He said he co-wrote the lyrics on 


it really isn’t. It’s nor real. My first comment to him was, 
And he said, “ 
singing and doing everything.” 
“Soft And Wet,” 


gotta be kidding! I mean this ts ridiculous. Where ts he? Let's just 


the band?” lts not a band. It's 


and one or two other songs. And I just said, “You 


get him on the phone now.” Because it was real There was no 
doubt, It didn’t take me a long time. It was instantaneous from the 
moment that I heard the tape, found out it was one person making 
the music. 

Why did you wait a week or so? 

[ don't think I did. I think I quickly called him. [ didn't live 
with the tape, I didn't do anything. There was just no doubt about 

The songs were really long, probably to to 12 minutes long. 
They were not concise, musical packages that were going on radio, 
They weren't formula, They just rambled, and went on and on and 
on. | knew something was going to have to be done there. But 
there was just no doubt about it. You couldn't do that stuff with- 
out thinking, “Jesus, this is unbelievable.” 

Is it correct that your next step was to phone Prince, who was 
in New York at the time (staying with his sister), to discuss manag- 
ing him? What was Prince's first response to your interest? 

Yes, I think within a day or two we called him. He was at his 
sisters house in New York. He was out trying to get a record deal 
in New York. His sister had lined him up with a few people. | just 
got on the phone with him and I told him from the heart. I think 
the basis of the discussion was that it was great, but more so than a 
management role at that time, my role was to be a “protector of 
creativity.” 1 had always travelled on the road with groups, 1 had 
been out on the road with Sonny and Cher, the Stones, Alice Coop- 
er, bur I had never actively managed an artist. So when he came he 
was basically my first hire. But my role, looking back on it, was 
“protector of creativity.” That's the discussion | had with him on 
the phone, He was young, and a lot of people were going to come 
at him, and I just sort of was there in my God-chosen role as kind 


ofa person who made sure he didn’t get too fucked up in his early 


life. He was a vulnerable person at that time. 

Prince was really quiet and I thought “Oh my God, what is 
this?” Very, very quiet guy. | remember saying something to the 
effect of “I’m here to protect your creativity,” that I was there to 
make sure, and I think my big sales pitch was, from the heart, “I'm 
here to protect your creativity and make sure no one takes advan- 
tage of you because you're young.” I think that was the reason he 
came back. I think something blew up with his sister there. I think 
they had presented a demo tape out there, perhaps the same one 
they played me. And he got a few publishing bites. 

Chris Moon suggests (in some book) that you were impressed 
by Prince's versatility and youth, but took longer to make up you 
mind about the actual musical contents (and songwriting). What's 
your recollection? 

My recollection is that | understood his talent immediately. 
There was just no doubt about it. But the songs were not radio 
songs. They were not structured as “hit records.” Prince is his own 
genius, so it's not like he was my puppet. He was the genius, but I 
knew that his genius had to be shortened a bit to make it on the 
radio. There had to be verse-chorus, there had to be a bridge in the 
song, it had to go along with a particular formula. 

| was not per se sold on the absolute songs, but I was sold on 
his ability. I asked him to go back, “You've got to do a formula 
song.” I think at that time, a lot of people say today that Prince 
doesn’t listen to other people, but at that time he had to listen, 
Because I was kind of the mentor-ish, kind of “the older guy who 
knew the business.” And I had the chequebook, so he had to listen. 

l asked him if he would just go back and write a formula song, 
and nobody ever has to hear it, and nobody has anything to do 
with it. Just do it for himself and do what he felt was a formula 
Like What You're 


Doing,” which is about as nursery-rhymish as you can get. But | 


song. So, he did that, He wrote a song called “I 


think everyone understood a very big lesson from it: his songs had 


got to be three to four minutes long and not these 12-minute ram- 


bling things thar the original demos were. And I think he sort of 


locked in on the formula and understood it at that point, because 
all of the Chris Moon demos were very, very long songs. 

What did you think of Prince as a person when you first met 
him? Do you remember your first meeting? 

Chris Moon brought him over to my house. And he came 


over and I just thought he was like the cutest guy. He loved to 


laugh and he was really into humour. I have a kind of brand of 


humour that, if people get it, it's really, really cool. And he got it 
immediately, I hate to say it’s an intelligent brand of humour, | 
think it borders on the sick. If people get it, they get it, and he just 
got it right away. And he was just amazing. | had a love for him, 
not a homosexual love or anything, but it was like a love for him 
immediately. It was just, this is it, this is where my life was gonna 


be, 


Step by step 

Whar consequences did your decision to manage Prince have 
for your life? Is it correct that you left some companies to focus 
your attention on Prince? 

Yes, I did. His talent was so great that | walked out of my $8 
million-a-year business for him. Really, I owned the business so | 
left it co my partner to run at that time, I was really entrepreneurial 
at the time, I had like a couple of businesses, managing business, 
the advertising business, music promotion stuff. When Prince came 
in that was the obvious place to put my time and my talents 

You formed a partnership called American Artists Inc. with 
Gary Levinson, a corporate attorney. How did that come about and 
what was the main reason? 

I was looking to put together some money for Prince. And 
Gary was instrumental in helping me raise the money. Gary was a 
real straight corporate attorney at that time. | knew that | was go- 
ing to have to raise some money to get Prince off the ground, He 
was living with André in the basement there and he needed atten- 
tion in order to be presentable to the labels. | said, “Let's get this 
thing to look a 100 per cent and then we'll go out and shop for this 
thing.” 
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I got together with Gary and we formed a limited partnership 
or something to gather the money. We got two guys in there, one 
was a doctor and one was an attorney. We raised something like 
$50,000 at that time. Gary was instrumental in bringing those guys 
in, and then we formed a company called Worldwide Entertain- 
ment Limited to manage Prince. Then | opened American Artists. 
I don’t know why we liquidated the one corporation, bur we did 
and then we got another corporation. So we raised the money for 
him, the guys put in the money, and we developed a bank account 
for him. 

Didn't you also hire on Lee Phillips? 

Yes. Well, we wanted to go in 100%, and I remember that we 
sat down and checked off a list of the top attorneys in Los Angeles, 
we called them, and just found him. 

In what way was Chris Moon involved with Prince at this mo- 
ment? Were they still writing songs together? 

Yes, I think they were. They had co-written some others songs, 
but I think Prince bought them from Chris. 

The next step, according to most accounts, was putting Prince 
on a $50-a-week allowance and getting him an apartment (2012 
Aldridge South). Is that correct? Where had he been living before 
that? 

| don’t know if that’s the exact address, it probably is, but he 
was living in André's basement. We got him out of André’s house 
and then we got him an apartment. 

You also bought him some instruments, including his first syn- 
thesizer. Do you feel you and/or Chris Moon were important in 
turning Prince onto synthesizers? 

Well, that’s hard to say, but I do remember making it happen. 
| can't remember if that was Prince or us, but I think we had a 
large part to do with it. | remember having a conversation with 
him and telling him that 1 thought that synths were the wave of 
the future, But again, it wasn't like I had to sit and hammer it into 
his head. He picked up on it right away. 

| contacted David Rivkin and asked him to come in and work 
out at Sound 8o and help us to put together demo tapes. Because, 
in my estimation, the ones that were done at Chris Moon’s studio, 
albeit they showed the talent, they weren't by any means ready for 
presentation to a company, We had to go in there full force. 

Was the intention to let him work up new material or was it 
more specifically to record songs for anew demo? 

Record songs for the demo. | definitely wanted them redone. 
That was the reason to raise the money, too. 

Do you feel David Rivkin was important, giving Prince crea- 
tive guidance? 

Yeah! I think that Prince's biggest ability is that he’s a sponge 
and he will absorb anything. He can walk into a room and absorb 
everything in anybody's mind. | think that’s his overall best ability. 
He's so smart and he's so sponge-like. 1 saw him do this with a 
bunch of people. He would walk in and start to work with them, 
and after a day or two, he had absorbed everything that they were 
doing. He wanted to do it himself. 

How important was it to Prince to be allowed to play all the 
instruments and produce himself? Did you think this was crucial - 
that Prince would be “promoted” as someone who could do it all, 
like Stevie Wonder? Did Chris Moon feel the same? 

Yes, but Chris Moon didn’t have the power ar that time to 
stand up to a record label and say “no.” That's why he came to my 
office. But I felt it was crucial that Prince be allowed to do it. 

How about Prince? Did he feel the same way? 

Yes, absolutely. In fact, I think that even Prince would tell you 
that’s why he decided to go with me. I pushed his age back one 
year. If he was that much valuable at 18, he would be even more 
valuable at 17. | think thar the bottom line was that he needed to 
do all of this. And I think that’s why he lined up with us, He knew 
| was gonna fight for him, 

In what ways did the new demo that you took to the record 
companies differ from Prince's first (Chris Moon) demo? 

All the songs were in a real record form. They were shortened 
down and put into real accessible demo form. 

A Minnesota Daily '77 article describes a session at Sound 80 
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when The WAYL strings were playing on Prince's tracks. Was this 
an “experiment” that didn’t quite work out? 

Yes, he wanted it and it was my job to make it happen. He 
wanted to get an orchestra on “Baby,” and I called up The WAYL 
orchestra. At thar time, WAYL was an easy-listening station. They 
had an orchestra and 1 just called up and made it happen. Prince 
showed up and there was this orchestra sitting there. He hated the 
strings, he hated the way it turned out, so | think he threw the 
conductor out and he did it himself, Prince at that time was a 
combination of not knowing what to do and knowing exactly what 
to do. 


Developing a strategy 

Did you and Prince talk about his lyrics and music, what he 
should be writing about, song construction, and so forth? 

I talked to him about songs, | remember specifically talking to 
him about song construction, that’s where “I Like What You're 
Doing” came from. | asked him to do that. Prince and Chris Moon 
probably did have some kind of “naughty implied sexuality” going 
on, but Prince was capable of a lot of other stuff. I don’t think that 
concept was completely developed at that time. | had a discussion 
with him about what was he going to do to separate himself from 
everyone else. 

| remember having a conversation with him about how The 
Beatles came about, telling him that even though they were great 
songwriters, they still had “I Wanna Hold Your Hand” as their 
first single, Their first couple of singles were extremely simple, al- 
most nursery-rhyme type of things.”Okay, The Beatles have their 
hair and that called attention to them, so people would pay atten- 
tion to their music.” And Elvis was swinging his hips around and 
had big sideburns, and that called attention to him. I collect a lot 
of video, and looking back on it, their hair by today’s standards 
wasn't even long, it was just touching the tops of their ears. I re- 
member thinking, “Oh, my God they've gone too far! These peo- 
ple, what are they trying to do?” | remember having that conversa- 
tion with Prince about what he was going to do to set himself apart 
and call attention. 

What he eventually ended up doing was his genius, with my 
kind of subtle suggestion. There was never any doubt in my mind, 
ever, at any time, that he wasn’t going to be a major star. There 
was just no doubt about it. His talent was just too undeniable. | 
remember telling him a story: | had read a biography on P.T. 
Barnum. I told him about what P.T. Barnum did. He had the 
bearded lady in his tent, but P.T. Barnum always sent people out- 
side the tent and paid them to tell people what to think. So, there 
would be people saying, “God, what do you think about the beard- 
ed lady?” And somebody else would come up and say, “Ahh, it’s a 
bunch of shit. It's fake.” Ac that point, people paid their money to 
go into the tent to decide for themselves. And | believe that’s a 
large premise of what Prince has done in his early career: every- 
body had to pay their money to go and find out if Prince was real 
or was he Memorex? Is he gay or is he straight? Is he white or is he 
Puerto Rican? Or is he black? What is he? And I believe that the 
mystique had a large influence in terms of how he made it. 

You designed a promotional package. What can you tell us 
about that? 

The press kit was completely my invention. I figured chat if, 
you can't take Prince, you can’t take any artist, and make them 
into something they're not and then have it be real. In other words, 
I wasn't gonna take Prince and say, “Hey man, get a three-piece 
suit on and let's go do some tap dancing, let's get out there.” | had 
to take what was real from the beginning, and I designed and put 
that together with Jeff Farmakes, who was the art director at my ad 
agency. I sac down with him, and I decided, “Okay, here's this guy. 
He's kind of shy, doesn't say much. His gift is unbelievable. So, 
let's not say anything in a press kit.” I sat down with Prince and 
did just what you're doing with me. I wrote all the captions, 

Most photos were taken at Sound 80 and I think some were 
taken at somebody's house. One of them was taken at my house, 
the one with him at the piano, The one with the guitar was proba- 
bly taken at Sound 8o. I had a photographer friend who took a lot 





Letter from Husney to Warner 
Bros.’ Bob Merlis shortly after 
Prince had signed with them. 
Husney explains that he should 
be referred to simply as 
“Prince,” nothing else, 

August 1st 1977, 


11 


THE AD COPAN Y ———— 





Masia Per phai biss sa Sha pissa beep, iian ba 

aai tree minsasgel ld, Miissisbi, Thad be 
kiini atic fet mpraga kusy, cemeedd aint jap asiata ed 
peloton duke be Beil Mib, 


Bar ire bee poked bf jtih KA Mi Fribre pijet 
verj Mags erees pa iba jion, S+ ẹsa sil bba phei sat 
al eet i 


ba Poa 

inherits Semen BSERPEES J whe aa ee 
peer cited e: Bas Pies of snapp sqi Fniss? BPPS 

BF ipmisi Psbspnai bë bia Piiri tast iš". 
shbb tit mb ieee peat hol LE d arali od Friese 5 
Epes cake Hi een neh m PETI Lr 

ed mn 

L | kma = ed od Fiha? Deed Peeps |i ird Rae 
Bags 2 pen, 
P i 4 

i birme 
a 


fet d, Renin 


=e 


n es ee ee ee -f 


Letter from Husney to US 
Magazine journalist about 
Prince and For You, April 5th 
1978, 


12 


of the pictures. It seems to me that some of it was also taken at 
Chris’ studio. 

I decided to play up what he was. I figured all the press kits | 
had got had all these articles in them and everybody knew tons 
about you, bur who gave a shit, really: “we want to know if the 
music is any good.” To make a long story short, | interviewed 
Prince and I took key phrases from the interview and I developed 
a press kit thar said basically nothing. Because | knew thar the 
enormity of his talent spoke for itself when they heard the tunes. 
When they saw this press kit that just teased them they were go- 
ing to start asking about Prince. We went in to shop him and we 
just played the music. We showed very little, I think we had 
brought that article from the Minnesota Daily in our pocket some- 
times. 

The bottom line to all of that was that it worked like a charm! 
We went in, shopped his tape, and everyone who had heard the 
tape understood the enormity of his talent. The press kit gave no 
information except for little snippets, then they started asking us, 
“Where's he from? What is he like?” Well, Prince was in the back 
room waiting. We brought Prince with us on the shopping trip 
and made him sit in the lobby. So when somebody said, “Well, 
what's he like?” we could say, “Just a minute, I'll go get him.” And 
at that point Prince came in and said absolutely nothing. And they 
were just filled with wanting to know. Anytime you're presenting a 
tape, if you give everybody all the information they can just say 
“yes” or “no” on the spot. But if you can get somebody asking 
more and more about that band, or more and more about that 
artist... That's what that press kit was designed to do! It cost us, | 
think, about $100 apiece to put together, 


Going to California 

According to an article from Trax Magazine in 1979, your strat- 
egy when presenting Prince to record companies was to “convince 
them that he was a genius.” Do you agree? 

No, I don’t agree. My thing was he was already a genius, we 
didn't have to convince them. My thing was to make sure that they 
gave him what he needed. You can’t take Einstein and try to con- 
vince somebody that Einstein’s a genius. You cither accept that he 
is or you don’t. And if any record label didn’t “get” that Prince was 
a genius to begin with, I didn’t want to be there. | was way beyond 
that. | wanted to make sure that they were going to give Prince the 
creative room to grow and go on and do what he wanted to do. 

How did the meetings with the record labels in Los Angeles 
come about? 

Remember I told you that I had gone out and Warner Bros.’ 
Russ Thyret had offered me a job, and I declined the job, came 
back, and a couple of weeks later I bumped into Prince? One of the 
first people I called when the demo tape was ready was Russ Thyret. 
Russ is a man with a tremendous amount of heart. He's a real, real 
human being, I called him back and I said, “Russ, listen, CBS is 
flying us out for a presentation on this kid that can play all the 
instruments and do everything on the songs. He's 17 years of age. 
Do you want to take a meeting with him?” And he said, “Sure,” 
because jealousy is what makes the business move. 

And when I gota hold of him, I called CBS and I said, “Warn- 
er Bros, is flying us out. De you want to be a part of this presenta- 
tion while they're flying us out?" They were like, “Sure, sure, sure.” 
Then I got off the phone with them and I called A&M Records, 
and I said, “Listen CBS and Warner Bros. are flying us out... This 
kid that can play all the instruments. And, would you like to be a 
part of this presentation?” But they were unsure. | had to talk my 
way in. They were like, “Yeah, well, call us when you get here and 
we ll set up some time.” 

So, | lied my way in everywhere to get him in. But you gotta 
understand that jealousy is what makes this business move. If some- 
body ever called me on the phone today and said, “Listen, Geffen 
is really interested in this artist. Would you like to hear this artist?” 
| would say, “Yeah.” They could be lying their ass off, but I'm still 
going to want to hear it. That's what I pulled to get in out there. 

Then we came out, we made the presentations, I think it was 


Don Ellis ar CBS, Thyret at Warner Bros., and | cannot remember 


who I made it to at A&M. I entered through the publishing door 
at A&M. Then here I was, 27 or 28 years of age, in the middle of 
all these presentations. And then I got back to Minneapolis and, 
God, all of these people were calling me on the phone, all these 
heads of all these labels, calling me up and offering all kinds of 
these deals. Lee was handling the deals at the time. 

Basically, while everybody was wining, dining, and giving us 
lunches, and promising us homes in Beverly Hills, Russ Thyret 
was the guy who drove Prince and I around in his car to talk busi- 
ness to us, to talk about what we wanted to do. Russ Thyret was 
the man who took us back to his house, sat on the floor, and talked 
music with us, our game plan, where Prince wanted to go. So, 
there was a real genuine bonding there. 

The Trax article says that you were somewhat surprised that 
the record companies were not knocked out when they were told 
Prince played all the instruments. It wasn't that much of a sensa- 
tion to them. Is that pretty much correct? i 

Did I say that? I know that Columbia, or CBS at the time, put 
us in the studio to see if he could play all the instruments like we 
said. You know, that may be true. I don’t know if they were all that 
flabbergasted about him playing all of the instruments. | think once 
you watch him you're more flabbergasted. Probably not, and I think 
probably for good reason. A record company executive’s/A&R 
man’s job is to hear a hit records and to hear talent coming through, 
so it may be even secondary to the fact that he played all the instru- 
ments. | mean, I'm still in the record business now, and when an 
artist comes in | don’t care if he played 50,000 instruments. IF it’s a 
good song and it’s real than that’s all that’s important. Everything 
else is secondary. 

You mentioned that CBS put him into the studio. What did he 
do? 

He did “Just As Long As We're Together.” I still have that 
master some place. It was in L.A. and it was at, I believe, Village 
Recorders. 

Is it correct that you approached five companies: Warner, CBS, 
A&M, RSO, and ABC/Dunhill. Can you tell us briefly what the reac- 
tion was at the different companies? 

I still have the letter from RSO telling me that “thank you, 
but we don’t think your artist has very much talent. Its not the 
kind of artist we would like to sign at this time.” ABC passed on 
him, but the A&R guy came to me and he said to me, “I'm just 
sick because I think he's absolutely fantastic, but | can’t get my 
bosses to go for this. God, this is just sick. Your act is absolutely 
fabulous.” Then CBS, A&M, and Warner all wound up making 
offers. 

Can you go into any details about what kind of offers they 
made? 

I think the offers were $150,000 an album. CBS and Warner 
Bros. offered us three albums. One of the places we were thinking 
about going was A&M at the time, because they had a real “family 
feel” there. They seemed to be pretty good people. | didn’t call 
them back for a while and I got a telegram from Jerry Moss, Herb 
Alpert, and a couple of other people [ can’t remember. It said, 
“Dear Owen: Not hearing from you in a week makes us a very, 
very, very nervous. Would you please call us? We really want to 
talk co you about your artist, He's fantastic.” 

A&M, I think, wanted to go $135,000 an album and they were 
only going to offer two albums. That's the way Jerry Moss thinks. 
He could only make an offer within the confines of their deal- 
making ability. In other words, he didn’t wane to put his company 
on the line. And you know, a lot of people say, “God, A&M missed 
out on Prince. Jerry Moss, what an idiot!” But when you really get 
to know Jerry Moss you'll find out that he’s a man that probably 
made $700 million when selling his company a few years ago, and 
many people did come with him at his price, like Police and Sting, 
Joe Cocker, and anyone else who ended up on that label. That's his 
philosophy. The man made hundreds of millions of dollars be- 
cause of his philosophy. So, | respect him even though he passed. 

Didn't CBS host a lunch with Verdine White of Earth, Wind & 
Fire? How did that go? 


Well, Prince was relatively unimpressed. Verdine is the broth- 


er of Maurice White of Earth, Wind & Fire, and I think he is the 
bass player. I think CBS wanted him to produce Prince. That 
luncheon turned out to be the biggest turn-off. That destroyed the 
possibility of Prince going with CBS. 

Because at that point you both knew that the only reason they 
were doing this was because they wanted him to produce Prince? 

They brought in Verdine, and Verdine was going to produce. 
You know, Earth, Wind & Fire was huge at that time. But that's 
not what Prince wanted to do. Well, anyway, that luncheon prob- 
ably did more to destroy us. They had this big luncheon, they 
brought him in, and we were supposed to say “wow!” I had worked 
around stars my whole life, and Prince was one of those guys who 
was not really impressed with that kind of stuff. 

Was Prince along for all the meetings in L.A.? What was his 
reaction to meeting all these people and all the attention? 

If Prince was overwhelmed, he never let me know it. I think 
he was overwhelmed, though. I think it was happening bigger than 
he ever had expected. Because what was promised to him was ex- 
actly what was happening. Everything I told him I was going to do 
for him was happening right now. 


Signing with Warners 

Why did you go with Warner Bros.? Did you feel that Warner 
Bros. was perhaps the record company most willing to treat Prince 
as a “multi-formatted” artist, not typecasting him as a black R&B 
artist? 

In the back of my mind I was always going towards Warner 
Bros., because of Russ. Because Russ had believed in me earlier on 
and he just “got” it. He understood what Prince was. I heard a 
story that Russ walked into a marketing meeting and said, “Either 
you take this artist or I will quit.” And I believe that is probably a 
pretty true story. 

I went with Warner Bros. specifically because of Russ Thyret. 
Secondarily because of Lenny Waronker and Mo Ostin. Period. 
The way Lenny and Mo have been treated in the nineties, forced 
to leave their jobs at Warner Bros., is the most horrendous thing 
that has ever happened on the face of the earth. These are music 
men. Warner Bros, is the last of the companies that supports art- 
ists, and that era is coming to end. They were the last of the artist- 
friendly labels. It’s just sad. It’s just sad what's happening. It’s the 
way I run my label at this point. But, as far as a major conglomer- 
ate, that’s it. These are people, especially Russ Thyret and Lenny, 
who were willing to give somebody the benefit of a doubt, to give 
someone a chance to support their creativity, and that’s what they 
did with Prince. They nurtured him along in a way that I don't 
think that even Prince understands. 

Did you make it clear from the outset that you wanted a three- 
album contract and wanted Prince to be his own producer and play 
all the instruments? What was the response to these terms? 

No one wanted him to do it. No, not one of the labels wanted 
him to be his own producer. They felt that he was a young kid and 
he's gonna have to learn. You know, it only makes sense to have a 
producer in the studio to do it. Those were in the days when peo- 
ple had producers. Like today, everybody is their own producer. 
Everybody's got their own recording gear so they can make demos 
at home. ‘That wasn’t the way it was in those days. People had 
producers, unless you had proven yourself. Stevie Wonder, in the 
beginning, had producers on his first two albums. Everybody had 
producers, so when I kept saying that I wanted him to be his own 
producer, everybody said, “Gosh, you're crazy.” 

And when we finally made the deal and signed to Warner 
Bros., Mo Ostin called me up one day and he said, “Okay, I'd like 
you to meet with Maurice White, because we would like Maurice 
to produce Prince.” It took a lot of guts, and here I was some 28- 
year old guy from Minneapolis, and I said, “No, sorry Mr. Ostin. 
He's producing himself.” He was like shocked! Here's Maurice 
White, the biggest band in the country at that time, top star, all of 
these hits, and he wants to produce Prince. And the answer was 
“no.” So, | cold Prince about it and he wrote me a letter and said 
that he really didn’t want Maurice White to produce him because 


he could pick all of their music apart. He analysed their music and 


it wasn’t going anywhere in the eighties. He didn’t want that. He 
felt it was going to pigeonhole him. So, he said, in fact, I remem- 
ber from a letter he said something like, “What could Maurice do 
to my music besides belfry there, handclap here,” or something? 
“It’s just noc gonna work.” 

I called Mo back and I said our decision was “no.” We wanted 
to be self-produced. He still wasn’t convinced, The question at the 
time was: we know he’s talented, we know he can play the instru- 
ments, we know he can write songs, but does he have “record 
sense.” Does he have the ability to be able to make a record? Those 
are two distinct areas. There are a lot of talented people out there... 
In fact, there are probably a lot more talented musicians just sitting 
in Akron, but, do they have record sense? Can they make a record 
that is going to sell a lot? 

They were unconvinced over at Warner Bros. Russ Thyret 
thought I was out of my mind, and I said, “I'll tell you what. Let's 
do this. Let's fly Prince out and tell him he’s got some free studio 
time.” I think it was at Amigo Studios. “We won't even tell Prince 
what's going on, I'll just tell him that you're giving him free studio 
time. What we'll do there is, you can have a bunch of producers 
come in and out and listen to him. Then, you tell me at the end of 
that session. If you guys think he needs a producer, you know.” 

They agreed to it, and I called Prince and said, “God, guess 
what? Warner Bros. said you can have a bunch of studio time at 
their studios in Los Angeles.” So that was a big deal to us at that 
time. And he said, “Well, when are we going?” And I said, “I don’t 
know. Probably over the weekend or something.” So we fly out 
and Warner Bros. put him in the studio and he started to record 
“Just As Long As We're Together.” He thought these people were 
just janitors. He had no idea that Teddy Templeman, Gary Katz, 
Lenny Waronker and a couple of others I can’t remember... were 
there. Prince had no idea who the heck they were. They were walk- 
ing in and out, and Prince was going out to do the drums, he came 
back and did the bass, then he went back out and did the key- 
boards, then the guitar... About three-quarters of the way, Lenny 
said to me, “Okay, okay. We're probably going to have to burn a 
record, probably gonna have to waste a record on the guy. Well, 
okay. Fine. Do it.” Lenny said to me, “However, | want someone 
working with him who has ‘record sense,’ and that can operate in 
an executive producer-situation. I want someone in the studio who's 
made records before, somebody who maybe has some gold and 
platinum.” 

The test worked, and it worked in reverse. Because, instead of 
showing that Prince couldn’t produce his own music, it showed 
that he was capable of it. But, they were right. They knew that the 
first album was practically going to be a throwaway album, but by 
the time he got done with the second and third albums he was just 
going to be blasting through. 

Can you tell us how big the Warner Bros. contract was? It has 
been described as a “multi-million deal.” Can you be more specific 
than that? 

Well, it was probably a multi-million dollar deal when you 
added all of the options to it. Very interesting story to that con- 
tract was... I didn’t really know what publishing was at that time. 
I've never really told this story before, so this is kind of interesting. 
Every time I was asked about Prince's publishing, I really didn’t 
know how it worked. I knew it involved something with the art- 
ist's writing. I was young, what did I know? So, rather than sound 
like a complete buffoon or an idiot, I just kept saying, “I'm not 
prepared to discuss it.” Now, most labels would chase you and say, 
“We want your publishing and everything.” I told the attorney, | 
told Lee Phillips, who was almost intimidating because he was like 
Streisand’s attorney, I just kept saying, “I’m not prepared to dis- 
cuss it,” and the only reason I kept saying that was because I didn’t 
really know enough about it to do anything. So, they all thought | 
was this big genius: the “man who kept Prince’s publishing under 
his own company.” I didn’t allow it to get sold because | didn't 
know what I was talking about. 


Interview conducted by HAROLD LEWIS and TONY MELODIA. 
Edited by PER NILSEN. 
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Warner Bros. letter regarding 
promotional activities for For 
You, September 1st 1978. 
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The show 


The evening began with a short set by Madhouse, 
which played in front of a large curtain concealing 
Prince’s stage set. Appearing in black hooded robes, 
they performed four or five numbers, each one intro- 
duced by a bikini-clad model carrying a card with a 
number signifying which track they were going to 
play. The Sign O?’ The Times show then began dra- 
matically with an ocean of dry ice pouring out onto a 
completely dark stage as Prince ripped into a scream- 


ing guitar intro to “Sign O’ The Times.” A purple 
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spotlight cut through the mist and revealed him in a 
long, black leather coat, playing a peach-coloured gui- 
tar. When he began singing, a back-light flashed on 
and silhouetted Cat who was dancing wildly on an 
elevated platform at stage right. Towards the end of 
the song, the rest of the band came trooping down a 
long ramp towards the stage to join Prince, each pum- 
melling a drum with marching band precision while 
they spread out across the stage. 

After the spellbinding opening, the stage came to 
life as Prince and the band launched into “Play In The 


Sunshine.” Echoing the cover of Sign O’ The Times, the 
set resembled a seedy downtown bar district, complete 
with neon signs flashing “Girls, Girls, Girls,” “Bar & 
Grill,” “Funk Corner,” and “Uptown.” Prince was on 
the stage level with Levi Seacer Jr., Cat, Greg Brooks, 
and Wally Safford. Much like on the album cover, 
prominently displayed at the centre was the front end 
of a Pontiac bearing a Minnesota license plate. Sheila 
E. was elevated above the frontline performers, nearly 
buried within her drum set. On the second tier, high 


above the stage, stood horn players Eric Leeds and Matt 








Blistan, and the keyboardists, Matt Fink and Boni 


Boyer. The concert posters and tickets requested the 
audience to “wear something peach or black,” which 
was the colour scheme of Prince’s clothing. 

Prince retired briefly to the piano after “Play In 
The Sunshine” for a shortened version of “Little Red 
Corvette,” which led into an instrumental segue that 
was brought to a sudden stop by Prince’s exclamation, 
“Shut up, already! Damn!” Prince danced up a storm 


a 


during “Housequake,” showing off a series of splits, 


knee bends, and twirls. The party mood continued with 


“Girls And Boys,” before “Slow Love” slowed down the 
tempo of the show as Prince took a breather from the 
dancing, focusing on his vocal delivery. The audience 
swayed slowly from side to side, illuminating the dark- 
ness with hundreds of lighters, matches, and sparklers. 

A brief jazzy interlude functioned as an intro to “I 
Could Never Take The Place Of Your Man,” which 
was turned into a mini-drama with Cat as the woman 
who is out looking for a replacement for her runaway 
man. After a lengthy guitar portion by Prince, the horn 


arrangement from “Rockhard In A Funky Place” was 


THE DEFINITIVE SIGN O’ THE TIMES TOUR REPORT 
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The double LP Sign O’ The Times, by many fans and 





critics acknowledged as Prince’s finest hour yet, 
was followed by an extensive tour of Europe that 
ranks with Lovesexy as the most theatrical and 
extravagant show he has ever presented. 
Showcasing some of Prince’s strongest material, 
performed by a fantastic band, the Sign O’ The 


Times show is arguably the most exciting of 


Prince’s entire career. 


In this report, we revisit the Sign O’ The Times tour 
and take a closer look at each individual concert of 
the tour. We have also included the club gigs and 


one-off concerts Prince played throughout 1987. 


played as a segue back to the closing segment of “I 
Could Never Take The Place Of Your Man.” “Hot 
Thing” began with a drum machine beat and Prince 
improvising a bit on an organ before discussing the “hot 
thing,” portrayed by Cat, with the “fellas,” Wally and 
Greg, “Do you want her? Me too!” Towards the end of 
the song, Prince ran up a ramp and back down across 
the stage where he slid along the floor on his knees, 
straight through Car's legs, taking her mini-skirt with 
him. Prince left the stage, allowing his band free rein 


on Charlie Parker's jazz instrumental “Now's The 
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CITY, DATE =- MAY 1987 Stockholm Gtbg Berl ir sees Zurich a 
S P9 10 12 14 15 18 19 20 
Sign O' The Times 1 1 1 1 1 1 1 | 1 
Play In The Sunshine 2 2 2 2 2 2 2 2 2 
Little Red Corvette 3 3 3 3 3 3 3 3 3 
Housequake 4 4 4 4 4 4 4 4 4 
Girls And Boys 5 5 5 5 6 5 5 5 5 
Slow Love 6 6 6 6 7 6 6 6 6 
| Could Never TTPOYM 7 7 T 7 8 7 7 7 B 
Hot Thing 8 8 8 8 9 B B 8(C) 9 
Now's The Time 9 9 9 9 10 9 9 9 10 
If Was Your Girlfriend l 10 10 107 \ 10 11 10 10 10 11 
Let's Go Crazy 11 11 11 11 12(A) 11(8) 11 11(A) 12 
When Doves Cry 12(E) 12 12 12(E) 13 1? 12 12 13 
Purple Rain 13 13 13 13 14 13 13 13 14 
1999 14 14 14 14 15 14 14 14 15 
Forever Iñ My Life i 15 15 15 16 15 15 15 16 
Kiss 16 16 16 17 16 16 16 17 
The Cross 17 17 17 15 18 17 17 17 18 
Its Gonna Be AB Beautiful Night 18 18 18 16 : 19 18 18 18 19 
Raspberry Beret | 5 
Kao Koo 7 


The Ballad Of Dorothy Parker—-Four 






Time.” Sheila topped off the number with a thunder- 
ous drum solo, Prince returned to centrestage for “If I 
Was Your Girlfriend,” which was directed at Car. When 
the song came to a close, Prince and Cat embraced in 
front of a giant heart high above Sheila's drum ser, 
miming lovemaking as the heart slowly tilted back. 
Preceded by the spoken intro to “IF 1 Was Your 
Girlfriend” on Sign O' The Times, a high-octane rendi- 
tion of “Let's Go Crazy” kicked olfa “greatest hits” seg- 
ment that closed the main part of the show. The cli- 
max of the song was a jam with Sheila on percussion 
and Prince on guitar. Similarly, “When Doves Cry” was 
also turned into a jam after a few perfunctory verses, 
The sampled dog bark and some musical elements from 
“La, La, La, He, He, Hee” were incorporated as Prince 
was on all four on the floor, doing his best dog imita- 
tion, Expectedly, “Purple Rain” was a crowd-pleaser 


that turned the audience into a sea of upraised arms and 


lighters. Prince and the band left the stage ina cloud of 


smoke after an exuberant run-through of “1999,” 
The first encore started with “Forever In My Life” 


for which all the band members left their respective 
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instruments to form a gospel choir around Prince, who 
played acoustic guitar, accompanied only by a drum 
machine beat. Boni Boyer showcased her soulful wail- 
ing and the audience helped out with backing vocals. 
They left the stage after “Kiss,” only to return min- 
utes later for a second encore. Prince started “The 
Cross” alone, strumming the guitar chords as light- 
ning effects flickered behind him. The song built grad- 
ually until it attained an enormous roar. A lighting rig 
was slowly lowered and a shower of multi-coloured 
silk flowers rained onto the stage. 

Prince pulled out all the stops for the finale, “Ir’s 
Gonna Be A Beautiful Night,” which turned the con- 
cert into an exuberant party with the audience dancing 
and taking part in the various chants. At one point, 
Prince took over the drum set from Sheila as she did her 
*Transmississippirap.” The number lasted anywhere 
from seven to 16 minutes and closed the concert on a 
high note. An instrumental version of “Sign O' The 
Times” was played over the PA after the show was over, 

Showcasing some of Prince's strongest material, 


performed by a fantastic band, the Sign O' The Times 
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fA) = Inchudesd a chant from “Land Of 1,000 Dances,” 
(Bee ticiucked quitar line from “America.” 

(C) = Included organ lines from “America.” 

(Die Included lyrics from “tt.” 

(Ee ticliced tyrics from “La, La, La, He, He, Hee” 


Note: “I's Gonna Be ABeautiful Night" often, though not always, included hom parts from “Take The A-Train® and "Cold Sweat? The "Six" horn riff was more rarely included: 
A few lines that later ended Gp inthe Line” were also indided from time ta lime, “People, people, gota brand-new dance." The set list does not include information on whervwhere the “snippets” in “It's Gonna Be A Beautiful Night were played. 
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show was arguably the most exciting of Prince's entire 
career to that point. He was in constant motion 
throughout, dancing, jumping, crawling, playing, and 
singing his way tirelessly through eighteen songs in the 
energy-filled 90-minute show. Cat played an important 
role as Prince's erotic foil and by taking part in several 
set-piece interpretations of songs. The show was funk- 
ier than anything Prince had done previously, but Eric 


and Matt also enriched the music with jazz flourishes. 


The band 

Prince: whatever. 

Miko Weaver: guitar 

Levi Seacer Jr.: bass guitar 

Matt “Dr.” Fink: keyboards 

Bont Boyer: keyboards 

Eric Leeds: saxophone 

Mate “Atlanta Bliss” Blistan: trumpet 
Sheila E.: drums 

Car: dancing 

Greg Brooks: dancing, backing vocals 


Wally Safford: dancing, backing vocals 


_TOUR SET LIST MATRIX 
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Details regarding the tour band, crew, and schedule. 
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The repertoire into “Its Gonna Be A Beautiful Night.” Sometimes, the 
lhe sec list was much more fixed than on most of riff from Madhouse’s “Six” was also added. 


the earlier tours, with most concerts containing the same The standard set list was the following: (1) “Sign 


18 songs, performed in the same sequence. Only a few O’ The Times”; (2) “Play In The Sunshine”; (3) “Lit- 


numbers made rare one-ofFappearances in the set: “Rasp- tle Red Corvette”; (4) “Housequake"; (5) “Girls And 


berry Beret” (West Berlin, May 14th);"Koo Koo” (Zu- Boys”; (6) “Slow Love”; (7) “I Could Never Take The 
DUE TO CIRCUMSTANCES BEYOND HIS CONTROL, 


rich, May 20th); “The Ballad Of Dorothy Parker” ina Place OF Your Man": (8) “Hot Thing"; (9) “Now's PRINCE WILL NOW BE UNABLE TO PLAY ANY CONCERT 
DATES IN THE U.K. 


medley with Madhouse's “Four” (Vienna, May 29th); The Time’; (10) “IFI Was Your Girlfriend”: (11) “Let's 

sy ent _ as as = = PRINCE ORIGINALLY CANCELLED HIS WEMBLEY 

Go Crazy"; (12) “When Doves Cry”; (13) “Purple STADIUM CONCERTS BECAUSE OF THE INCLEMENT 

“ a a O ms BRITISH WEATHER SAFE, IN THE KNOWLEDGE THAT AN 
Rain’; (14) "1999"; first encore: (15) “Forever In My INDOOR VENUE WAS AVAILABLE. 


fragisexy” (Dortmund, June 2nd). “Four” was played 

Life” and (16) “Kiss”; second encore: (17) “The Cross” PRINCE DATES AT EARLS COURT JULY 1-4 WERE 
77, "E Je VESES 1 SENEESE, PEOR: WES L da Tiha TE " re A a = ANNOUNCED AFTER THE PROMOTERS HAD BEEN 
E.'s “Soul Salsa replaced “Now's The Time” on one and (18) “It’s Gonna Be A Beautiful Nighr. RELIABLY INFORMED THAT A LICENCE WAS AVAILABLE 
AEN PHR x | ae Pooh F I i ' 5 s = BY THE HOLDERS OF THE DATES, IT WAS 
occasion (Milan, June 9th). Sheila's drum solo was kept Madhouse’s set normally featured four or five SUBSEQUENTLY DISCOVERED THAT THE LICENCE WAS 
; WOT AVAILABLE, ALTHOUGH THE PROMOTERS TRIED 
IN VAIN, IT PROVED IMPOSSIBLE TO OBTAIN OME, 


“A Love Bizarre” in a medley with “Superfunkycali- 


' ; Pu 3 ee i) rye Ht a k pa = 
instead of “Now's The Time” a few times and Sheila 


for both “Four” and “Soul Salsa,” however. “Lers Go numbers, including “Mutiny,” “Two,” “Three,” and 


Crazy sometimes included guitar lines from “Ameri- “Six.” Less commonly played were “One” and three DUE TO THOSE UNFORTUNATE CIRCUMSTANCES, 
THE BIRMINGHAM NEC DATES HAVE ALSO BEEN 


CANCELLED, 


ca ora chant from “Land Of 1,000 Dances,” a big 1966 numbers that would later appear on 16, “Nine,” “Elev- 
hit for Wilson Pickett. “When Doves Cry” included en,” and “Sixteen.” PLEASE APPLY TO POINT OF PURCHASE FOR 
eton T: i R | REFUND, POSTAL APPLICATIONS — RETURN TICKETS 
some lyrics from “La, La, La, He, He, Hee” on two oc- TOGETHER WITH YOUR NAME AND ADDRESS AND SAE 
TOUR REPORT WRITTEN AND COMPILED BY TO PRINCE BOX OFFICE, P.O. BOX 77, LONDON SW4 LH. 


casions, while lyrics from “It” were added to “Forever — ' 
ër Nilsen and Harold Lewis. 
In My Life” once (Rotterdam, June 28th). The horn ane m PRINCE AND ALE LIPAITED APOLOGISE MOST 
ch ae sia SINCERE THANKS TO Frédéric Heller, Peter Berger, Martina, SINCERELY FOR ALL INCONVENIENCE CAUSED, 
motifs from Duke Ellington’s “lake The A-Train” and Sidney Janssen, Rick Eppel, Jurg Wunderlin, Glimbergs 


James Brown's “Cold Sweat” were often Incorporated Thomas DeBruin, and Joozt Mattheij. Announcement regarding the cancelled UK shows 
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21 March: First Avenue, Minneapolis 


Houtequaice | Girls And (hoya! Slow Love / Het Thing / Haws The Time / Sheila E dram soa 
‘Strange Relnionihip - Supertundoycalifagiuery i Forever In iby Lile / Kit’ iTi Gonna Be A Beautiful 
Bight = Sii (60 minutesh 


Prince warmed up for the upcoming Siga OC The Timesi tour 


by playing an unannounced concert at Minneapolis’ First Avenue 
on March 21st 1987. Previewing some of the funkier material 
from Sign O° The Times (which had not yet been released), the 
one-hour, nine-song set was basically an abbreviated version of the 
show that would be performed on the tour. 

Prince made it clear from the beginning that it was only a 
rehearsal, “We're still in rehearsal, so you're invited to a rehears- 
al tonight, OK? We're just gonna play some new songs and try it 
out on you and try it out on ourselves.” After introducing the 
band and himself, “For those of you on valium, my name is 
Prince,” the set kicked off with “Housequake,” followed by “Girls 
And Boys” and “Slow Love.” Prince left the stage after “Hot 
Thing,” giving it over to his band for “Now's The Time.” Prince 
was back onstage for a funky “Strange Relationship,” which was 
extended to incorporate a rap that later surfaced in 
“Superfunkycalifragisexy” on the Black Album. “Forever In My 
Life” and “Kiss” were next, before the festivities ended with a 
lengthy “It's Gonna Be A Beautiful Night” (incorporating the 
horn iff from Madhouse’s “Six"), which had Prince and Cat 
demonstrating a new dance called “The Seratch.” 

In the early stages of rehearsals, the Sign O' The Times show 
was going to focus almost exclusively on the new album, with 
most of the tracks performed in the same sequence as they ap- 
peared on the record (only “Adore” and “It” were left out). The 
only “oldie” was “Kiss,” while “Now's The Time” was intended 
as a showcase for the band. As rehearsals progressed, however, 
Prince gradually began replacing Sign O' The Times numbers 
(“Strange Relationship,” “The Ballad OF Dorothy Parker,” 
“Starfish And Coffee,” and “U Got The Look”) with more well- 
known tracks: “1999,” “Little Red Corvette,” “Let's Go Crazy,” 
“Purple Rain,” “When Doves Cry,” and “Girls And Boys,” 

After three months of Sign O' The Times tour rehearsals at 
the Washington Avenue warehouse, Prince and his entourage 
left for England on April 15th for the final preparations, The 
NEC arena in Birmingham was rented for 1o days of full pro- 
duction rehearsals. Prince stayed at the castle-like Clifford Man- 
or in nearby Warwickshire. Even though the Paisley Park stu- 
dio's Sound Stage, a big studio where artists could set up their 
entire stage apparatus for full-scale production rehearsals, had 
begun operations in April, Prince was unable to use it because 
the studio had been booked by Kool and The Gang. 


28 April: Daily News, Stockholm 

Tour rehearsals moved to Stockholm on April 25th and 
were held at Isstadion until May 7th, the day before the tour 
opening. Augmented by ex-Plasmatics Jean Beauvoir on percus- 
sion, Prince and some of his band members jammed for 15 min- 


utes at Daily News, a Stockholm nightclub, on April 28th, 


2 May: Melody, Stockholm 

After an instrumental set by the Madhouse tour unit of 
Eric Leeds, Levi Seacer Jr, Dale Alexander, and Matt Fink at 
Fashing, Stockholm's foremost jazz club, Prince and band mem- 
bers turned up at a club called Melody. They played a few num- 
bers on borrowed equipment after the set by Latin Quarter, the 


evening § Main act. 


8 May: Isstadion, Stockholm 

The premiere of the Sign O' The Times tour was held at the 
10,000-capacity Isstadion in Stockholm, Sweden. Originally only 
one concert in Stockholm and one in Gothenburg was an- 
nounced for Sweden, bur due vo the unprecedented ticket de- 
mand two extra shows were added in Stockholm. Over 40.000 
tickets were sold to the four Swedish concerts. 

The opening show was fairly disciplined, but still contained 
many improvisational elements. Right after “Housequake,” 
Prince demonstrated his knowledge of the Swedish language by 
exclaiming “hall kaften,” which is Swedish and means “shut up" 
in English. Predictably, the crowd responded with loud applause 
and shouts. Prince improvised some new lyrics during “If ] Was 
Your Girlfriend,” “Is it necessary for me to close my eyes be- 
cause you wanna undress? I've seen a naked woman before. Sure- 
ly 1, hold on now, so you think you know what's on my mind? 
It's not true, No! Wane me to undress first? You got my heart, 
you got my heart, shit! Take it! Do you want it!? Come on girl, 
come on, TIl hold you tight, lll hold you long, together we'll 
stare in silence.” Prince sang a few lines from “La, La, La, He, 
He, Hee” as part of “When Doves Cry,” which rarely happened 


in later shows. 


9 May: Isstadion, Stockholm 

The second concert was considerably longer than the open- 
ing night although there were no set list changes, Nevertheless, 
it was a terrific show with a great deal of audience participation. 
Introducing “Little Red Corvette,” Prince said, “This one goes 
out to all the fast girls in the house.” Clearly amused by the 
audience response the previous night, Prince once again told the 
audience to “hall kaften” after performing “Housequake.” The 
concert featured a lengthy intro to “Girls And Boys,” which in- 
cluded Prince shouting out to Sheila E., “Iwo time, give me 
one more,” followed by the “oh-we-oh, oooh” chant. The clos- 


ing jam of “It’s Gonna Be A Beautiful Night” lasted 12 minutes. 


10 May: Isstadion, Stockholm 

The third Stockholm concert was very similar to the two 
previous ones, with the same set list and versions of the songs. 
Once again, Prince remarked “hall kaften” at the end of 
“Housequake.” “Forever In My Life” saw the inclusion of a new 
routine, which had the girls and boys taking turns singing the 
title at Prince's command. A great “It's Gonna Be A Beautiful 
Night” jam lasted 1 minutes. 


12 May: Scandinavium, Gothenburg 
“Gothenburg, clap your hands y'all,” Prince greeted the 
crowd before he began singing “Sign O" The Times.” “Girls And 
Boys” featured a longer-than-usual intro during which Prince im- 
provised a bit on organ. Prince added a few lines from “La, La, La, 
He, He, Hee” to “When Doves Cry.” Disappointingly, neither 
“Forever In My Life” nor “Kiss” was played (the only time both 
songs were left out). “It's Gonna Be A Beautiful Night” was rela- 
tively short, clocking in at nine minutes. Clearly, Prince was re- 


serving some energy for the aftershow. 


13 May (a.m.): Lorensberg, Gothenburg 


U Got The Look / Houtequaie j Juri My imagination | Red Howse, (70 manutet) Complete 
tet lit one tequence of sangi uminon 


In the early hours after the Gothenburg concert, Prince 
performed at Lorensberg, a posh Gothenburg nightclub, To spe- 
cially invited guests, he put on a loose and funky 70-minute set 
that included “U Got The Look,” “Housequake,” and versions 
of The Temptations’ “Just My Imagination” (written by Nor- 
man Whitheld and Barrett Strong) and the Jimi Hendrix blues 
number “Red House,” which had him making up his own lyr- 
Ics, 


14 May: Deutschlandhalle, West Berlin 


From Sweden, the tour proceeded to West Berlin, where 
two concerts were held at the 8,oo0-seat Deurschlandhalle. Pri- 
or to the first show, several members in the band visited East 
Berlin where Cat, who rather rashly made the trip wearing a 
pink suit and a white navy officer's hat, was detained for hours 
by the East German police. 


The first Berlin concert included a nice surprise as the band 
played a full-blown version of “Raspberry Beret,” with Prince at 
the organ. Another highlight of the set was “Lets Go Crazy” 
which had Prince getting the audience to sing along to the “na- 


na-na-na...” chorus of Wilson Pickett's “Land OF 1,000 Danc- 


Lij 


ES. 


15 May (a.m.): Quasimodo, West Berlin 


Strange Relitionship / Red House / Bodyheat - Give tt Up Or Tumit A Locte - it's Gonna Be 
A Beautiful Might J Just My imagination / Houbequale firs Gorna Be A Beaueiful Night = Shc (25 
prineste 

Prince played a 55-minute set at Quasimodo, a small Berlin 
jazz. cellar, after the first Berlin concert. Most of the 300-strong 
audience were holdovers from a set much earlier in the evening 
by the expatriate American singer Joy Rider. 

Following an opening set by a modified Madhouse line-up 
of Eric Leeds, Matt Fink, Levi Seacer fra, and Sheila E. replacing 
Dale Alexander, Prince popped onstage, commandeered a synth 
and led the band in an extended “Strange Relationship” (miss- 
ing from the circulating tape). Next was a cover of Jimi Hendrix's 
“Red House,” also played during the Gothenburg aftershow. A 
funk jam followed. It included a playful rendition of James 
Brown's “Bodyheat” (1976) and a riff from his “Give It Up Or 
Turnit A Loose” (1968). A snippet from “It's Gonna Be A Beau- 
tiful Night” was also inserted into the jam. Another cover ver- 
sion followed, “Just My Imagination,” before the set closed with 
“Housequake” and a long jam on “It's Gonna Be A Beautiful 
Night.” 


15 May: Deutschlandhalle, West Berlin 
Although very similar to the first night, the second Berlin 
show was more energetic and the crowd more enthusiastic. In- 
stead of the chorus from “Land Of 1,000 Dances,” Prince incor- 
porated some guitar lines from “America” into “Let's Go Cra- 
zy.” “Forever In My Life” was extended with some ad-libbed 
lyrics and by getting the audience to sing along to the chorus. 
Prince also added some nice funky acoustic guitar phrases before 
cutting it off abruptly with “Kiss.” The tape recording is incom- 


plete and ends after “Kiss.” 


18 May: Hallenstadion, Zurich 

The next tour stop was Switzerland, where three shows 
were played at the 12,000-capacity Hallenstadion in Zurich, Af- 
ter the opening “Sign O° The Times,” Prince greeted the Swiss 
audience with a simple “Zurich!” before launching into “Play In 
The Sunshine.” The first show contained few surprises. Follow- 
ing “Kiss,” Prince said, “Thank you! Bye, bye,” as Miko played 
the guitar riff. Unfortunately, the tape recording ends after 
“Kiss. 


19 May: Hallenstadion, Zurich 

The second Zurich show seemed more inspired than the 
first night. Before starting to sing “Sign CY The Times, Prince 
said, “Zurich, everybody on your feet! Let's party y'all!” “Hot 
Thing” began with Prince at the organ. He played a short part 
of the melody of “America” before the usual conversation about 
the “hot thing.” Prince added the “na-na-na-na..” chorus from 
“Land OF nooo Dances” to “Lets Go Crazy” again, the audi- 
ence immediately following him, which caused him to remark, 
"Oh shit!” The instrumental lead-in to “Purple Rain” included 
some vocal improvisations by Bont Boyer. “Its Gonna Be A 
Beautiful Night” lasted around 12 minutes and concluded with 


Prince saying, “I like to see a motherfucker follow chat!” 


20 May: Hallenstadion, Zurich 

“Hello Zurich, and welcome,” Prince said after performing 
“Sign O' The Times.” A full-length version of “Koo Koo” was 
an unexpected addition during the third Zurich concert (it is 
Prince's only known performance of this song). It was played 
after the jazzy intro that normally precedes “| Could Never Take 
The Place OF Your Man,” Sheila sang the lead voeals and the 
version included a flute solo by Eric Leeds, “I Could Never Take 
The Place OF Your Man” was played after “Koo Koo” and the 
rest of the set contained no changes, “Let's Go Crazy” was hu- 
morous as Prince got the crowd to whistle instead of chanting 
“go crazy”! “Forever In My Life” was another highlight with a 


great deal of audience participation, 


22 May: Olympiahalle, Munich 

Prince seemed to be in a great mood for the first Munich 
show at the 12,000-seat Olympiahalle, He greeted the audience 
with a simple “Hello Munich!” after performing “Sign O" The 
Times.” “Let's Go Crazy” was special, with some frenzied guitar 


jamming by Prince before he got the audience to chant “go, go, 
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21 March: First Avenue, Minneapolis 


Houtequaie / Girl And Boys i Slow Loves Het Thing / haws The Time / Shella E drum ua 
/ Spange iebnlonihip - Supserfunicypcalifragisesy | Forever In My Life! Kisi fits Gorna Be A Beautiful 
Hight = ‘She. (0 mires) 


Prince warmed up forthe upcoming Sign O' The Times tour 


by playing an unannounced concert at Minneapolis’ First Avenue 
on March 21st 1987. Previewing some of the funkier material 
from Sign O' The Times (which had not yet been released), the 
one-hour, nine-song set was basically an abbreviated version of the 
show that would be performed on the tour. 

Prince made it clear from the beginning that it was only a 
rehearsal, “We're still in rehearsal, so you're invited to a rehears- 
al tonight, OK? We're just gonna play some new songs and try it 
out on you and try it out on ourselves.” After introducing the 
band and himself, “For those of you on valium, my name is 
Prince,” the set kicked off with “Housequake,” followed by “Girls 
And Boys” and “Slow Love,” Prince left the stage after “Hot 
Thing,” giving it over to his band for “Now's The Time.” Prince 
was back onstage for a funky “Strange Relationship,” which was 
extended to incorporate a rap that later surfaced in 
“Superfunkycalifragisexy” on the Black Album, “Forever In My 
Life” and “Kiss” were next, before the festivities ended with a 
lengthy “It's Gonna Be A Beautiful Night” (incorporating the 
horn riff from Madhouse’s “Six"), which had Prince and Cat 
demonstrating a new dance called “The Scratch.” 

In the early stages of rehearsals, the Sign O' The Times show 
was going to focus almost exclusively on the new album, with 
most of the tracks performed in the same sequence as they ap- 
peared on the record (only “Adore” and “It” were left out). The 
only “oldie” was “Kiss,” while “Now's The Time” was intended 
as a showcase for the band. As rehearsals progressed, however, 
Prince gradually began replacing Sign O' The Times numbers 
(“Strange Relationship,” “The Ballad OF Dorothy Parker,” 
“Starfish And Coffee,” and “U Got The Look") with more well- 
known tracks: “1999," “Little Red Corvette,” “Let's Go Crazy,” 
“Purple Rain,” “When Doves Cry,” and “Girls And Boys.” 

After three months of Sign O° The Times tour rehearsals at 
the Washington Avenue warehouse, Prince and his entourage 
left for England on April isth for the final preparations. The 
NEC arena in Birmingham was rented for ro days of full pro- 
duction rehearsals, Prince stayed at the castle-like Clifford Man- 
or in nearby Warwickshire, Even though the Paisley Park stu- 
dio's Sound Stage, a big studio where artists could set up their 
entire stage apparatus for full-scale production rehearsals, had 
begun operations in April, Prince was unable to use it because 
the studio had been booked by Kool and The Gang. 


28 April: Daily News, Stockholm 

Tour rehearsals moved to Stockholm on April 25th and 
were held at Isstadion until May 7th, the day before the tour 
opening. Augmented by ex-Plasmatics Jean Beauvoir on percus- 
sion, Prince and some of his band members jammed for 15 min- 
utes at Daily News, a Stockholm nightclub, on April 28th. 


2 May: Melody, Stockholm 

After an instrumental set by the Madhouse tour unit of 
Eric Leeds, Levi Seacer Jr., Dale Alexander, and Mart Fink at 
Fashing, Stockholm’s foremost jazz club, Prince and band mem- 
bers turned up at a club called Melody. They played a few num- 
bers on borrowed equipment after the set by Latin Quarter, the 


evening's main act. 


8 May: Isstadion, Stockholm 

The premiere of the Sign O' The Times tour was held at the 
10,000-capacity Isstadion in Stockholm, Sweden, Originally only 
one concert in Stockholm and one in Gothenburg was an- 
nounced for Sweden, but due to the unprecedented ticket de- 
mand two extra shows were added in Stockholm. Over 40.000 
tickets were sold to the four Swedish concerts. 

The opening show was fairly disciplined, bur still contained 
many improvisational elements. Right after “Housequake,” 
Prince demonstrated his knowledge of the Swedish language by 
exclaiming “hall kaften,” which is Swedish and means “shut up" 
in English. Predictably, the crowd responded with loud applause 
and shouts. Prince improvised some new lyrics during “If 1 Was 
Your Girlfriend,” “Is it necessary for me to close my eyes be- 
cause you wanna undress? I've seen a naked woman before. Sure- 
ly I, hold on now, so you think you know what's on my mind? 
It’s not true, No! Wane me to undress first? You got my heart, 
you got my heart, shit! Take it! Do you want it? Come on girl, 
come on, I'll hold you tight, I'll hold you long, together we'll 
stare in silence.” Prince sang a few lines from “La, La, La, He, 
He, Hee” as part of “When Doves Cry,” which rarely happened 


in later shows. 


9 May: Isstadion, Stockholm 

The second concert was considerably longer than the open- 
ing night although there were no set list changes, Nevertheless, 
it was a terrific show with a great deal of audience participation. 
Introducing “Little Red Corvette,” Prince said, “This one goes 
out to all the fast girls in the house.” Clearly amused by the 
audience response the previous night, Prince once again told the 
audience to “hall kaften” after performing “Housequake.” The 
concert featured a lengthy intro to “Girls And Boys,” which in- 
cluded Prince shouting out to Sheila E., “Two time, give me 
one more,” followed by the “oh-we-oh, oooh” chant, The clos- 
ing jam of “It’s Gonna Be A Beautiful Night” lasted 12 minutes. 


10 May: Isstadion, Stockholm 


The third Stockholm concert was very similar to the two 
previous ones, with the same set list and versions of the songs. 
Once again, Prince remarked “hall kaften” at the end of 
“Housequake.” “Forever In My Life” saw the inclusion of a new 
routine, which had the girls and boys taking turns singing the 
title at Prince's command. A great “It's Gonna Be A Beautiful 


Night” jam lasted u minutes, 


12 May: Scandinavium, Gothenburg 
“Gothenburg, clap your hands y'all,” Prince greeted the 
crowd before he began singing “Sign O° The Times.” “Girls And 
Boys” featured a longer-than-usual intro during which Prince im- 
provised a bit on organ. Prince added a few lines from “La, La, La, 
He, He, Hee” to “When Doves Cry.” Disappointingly, neither 
“Forever In My Life” nor “Kiss” was played (the only time both 
songs were left out). “It's Gonna Be A Beautiful Night” was rela- 
tively short, clocking in at nine minutes. Clearly, Prince was re- 


serving some energy for the aftershow., 


13 May (a.m.): Lorensberg, Gothenburg 


U Got The Look / Hoebee / jurt My imagination / fed Houra. (70 minitel Complete 
bet lii ene) aepuenoce of rangi uniram 


In the early hours after the Gothenburg concert, Prince 
performed at Lorensberg, a posh Gothenburg nightclub. To spe- 
cially invited guests, he put on a loose and funky 70-minute set 
that included “U Got The Look,” “Housequake,” and versions 
of The Temptations’ “Just My Imagination” (written by Nor- 
man Whitheld and Barrett Strong) and the Jimi Hendrix blues 
number “Red House,” which had him making up his own lyr- 


ics. 


14 May: Deutschlandhalle, West Berlin 


From Sweden, the tour proceeded to West Berlin, where 
two concerts were held at the 8,o00-seat Deutschlandhalle. Pri- 
or to the first show, several members in the band visited East 
Berlin where Cat, who rather rashly made the trip wearing a 
pink suit and a white navy officer's hat, was detained for hours 
by the East German police. 


The first Berlin concert included a nice surprise as the band 
played a full-blown version of “Raspberry Beret,” with Prince at 
the organ. Another highlight of the set was “Let's Go Crazy” 
which had Prince getting the audience to sing along to the “na- 
na-na-na...” chorus of Wilson Pickett's “Land Of 1,000 Danc- 


= 


Ch. 


15 May (a.m.): Quasimodo, West Berlin 

Serange Relrtonitep | Red House | Bochyheat = Give & Up Or Turret A Loote — iti Gorn Be 
A Beautiful Might / duct My Imagination | Houtequake / it's Gonna Be A Beautifial Night = Shi (55 
miats} 


Prince played a 55-minute set at Quasimodo, a small Berlin 
jazz cellar, after the first Berlin concert. Most of the 300-strong 
audience were holdovers from a set much earlier in the evening 
by the expatriate American singer Joy Rider. 

Following an opening set by a modified Madhouse line-up 
of Eric Leeds, Matt Fink, Levi Seacer Jr., and Sheila E. replacing 
Dale Alexander, Prince popped onstage, commandeered a synth 
and led the band in an extended “Strange Relationship” (miss- 
ing from the circulating tape). Next was a cover of Jimi Hendrix's 
“Red House,” also played during the Gothenburg aftershow. A 
funk jam followed. It included a playful rendition of James 
Brown's “Bodyheat” (1976) and a riff from his “Give It Up Or 
Turnit A Loose” (1968). A snippet from “It’s Gonna Be A Beau- 
tiful Night” was also inserted into the jam. Another cover ver- 
sion followed, “Just My Imagination,” before the set clased with 
“Housequake” and a long jam on “It’s Gonna Be A Beautiful 
Night.” 


15 May: Deutschlandhalle, West Berlin 


Although very similar to the first night, the second Berlin 
show was more energetic and the crowd more enthusiastic. In- 
stead of the chorus from “Land OF 1,000 Dances,” Prince incor- 
porated some guitar lines trom “America” into “Lets Go Cra- 
zy.” “Forever In My Life” was extended with some ad-libbed 
lyrics and by getting the audience to sing along to the chorus. 
Prince also added some nice funky acoustic guitar phrases before 
cutting it off abruptly with “Kiss.” The tape recording is incom- 


plete and ends after “Kiss.” 


18 May: Hallenstadion, Zurich 

The next tour stop was Switzerland, where three shows 
were played at the 12,000-capacity Hallenstadion in Zurich. AF 
ter the opening “Sign O' The Times,” Prince greeted the Swiss 
audience with a simple “Zurich!” before launching into “Play In 
The Sunshine.” The first show contained few surprises. Follow- 
ing “Kiss,” Prince said, “Thank you! Bye, bye,” as Miko played 
the guitar riff, Unfortunately, the tape recording ends after 


“Kiss.” 


19 May: Hallenstadion, Zurich 

The second Zurich show seemed more inspired than the 
first night. Before starting to sing “Sign O' The Times,” Prince 
said, “Zurich, everybody on your feet! Lers party y'all!” “Hot 
Thing” began with Prince at the organ. He played a short part 
of the melody of “America” before the usual conversation about 
the “hot thing.” Prince added the “na-na-na-na..” chorus from 
“Land OF 1,000 Dances” to “Let's Go Crazy” again, the audi- 
ence immediately following him, which caused him to remark, 
“Oh shit!” The instrumental lead-in to “Purple Rain” included 
some vocal improvisations by Boni Boyer. “Its Gonna Be A 
Beautiful Night” lasted around 12 minutes and concluded with 


Prince saying, “I like to see a motherfucker follow that!” 


20 May: Hallenstadion, Zurich 

“Hello Zurich, and welcome,” Prince said after performing 
“Sign O' The Times.” A full-length version of “Koo Koo” was 
an unexpected addition during the third Zurich concert (it is 
Prince's only known performance of this song), It was played 
after the jazzy intro that normally precedes “I Could Never Take 
The Place Of Your Man.” Sheila sang the lead vocals and the 
version included a flute solo by Eric Leeds, “I Could Never Take 
The Place OF Your Man” was played after “Koo Koo” and the 
rest of the set contained no changes. “Let's Go Crazy” was hu- 
morous as Prince got the crowd to whistle instead of chanting 
“go crazy”! “Forever In My Life” was another highlight with a 


great deal of audience participation. 


22 May: Olympiahalle, Munich 

Prince seemed to be in a great mood for the first Munich 
show at the 12,000-seat Olympiahalle. He greeted the audience 
with a simple “Hello Munich!” after performing “Sign O" The 
Times.” “Let's Go Crazy” was special, with some frenzied guitar 


jamming by Prince before he got the audience to chant “go, go, 
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it H Times,” 


ie pune (a.m.): Le New Morning bana 


aaa neal Gah Mind Made Up = Mine - Holy Bock / Just My lnagination Wasn't My 
Gy Un Feni Une tg AI Saa Mathie niha eh eat hit = 
mei 


R to form, after the second Paris concert, Prince pur on 





another aftershow performance, this time at the Le Ne y Marn- 
ing club in Paris where he also had Played on th Parade tour. 


The 55-minute set started with a version of Jimi Hendrix's “Red 
House, T Announcing “B flat,” Prince thenkicked off an instru- 
mental jam based around “I'Gor My Mind Made Up.” Unlike 
in Vienna, this time Prince actually sang some of the lytiés from 
the song. The jam featured extended instrumental solos and in- 
corporared a portion of Madhouse's “Nine” and°some chants 
from “Holly Rack.” After “Just My Imagination,” Prinéeled the 


band intori slow, haunting blues number ro which he impro- 


vised lyrics. The song is often referred to as “Wasn't My Faith,” 
but Prince clearly’sings “ir wasn't my face” (as well as, “it wasn't 
it wasn't my hips,” ete). The night ended with a 20- 
minute funk jam incorporating “Muriny,” James Brown's “Ger 
Up (I Feel Like Being A) Sex Machine)” and bits and pieces 
from “Love Or Moneys” Madhouse's “Six,” and “It’s Gonna Be 
A BeautifileNight,” 


my lips, Y“ 


15June: 
Palais Ominisport deBercy, Paris 

“Hello Parissaind Welcome!” Prince said after playing “Sign 
O° The'Times.” The Madhouse number “Four” replaced “Now's 
The Time” (Sheila's drum solo spot was kept). There was an 
extra-long, seven-minute delay between the end of “The Cross” 
and “It's Gonna Be A Beautiful Night” (which lasted a relatively 
short cight minutes). 

With Sheena Easton guesting on stage, footage for a video 
of “U Got The Look,” which was planned as the third single 
from Sign ©" The Times, was shot at Palais Omnisport during 
the day off in Paris, June 16th. The video was choreographed by 
Cat, who came up with the simple storyline: a contest berween 
Cat and Easton, the prize being Prince. In the video, it was Cat 
who got him in the end. She was nominated on the strength of 
the video as best choreographer in the MTV Video Music Aware’. 

The fans queueing for the front seats for the June 15th con- 
cert had been given a special invitation to make up the audience 
forthe video shoot at Palais Omnsiport. Meeting was at 9 o'clock 
the next morning, A Parisian dance troupe was engaged for the 
day. About 100 fans witnessed the filming of “U Got The Look” 
and “acted” as the audience, The shooting lasted all day, appar- 
ently because the dancers could not get it right. Later in the day, 
Easton and Prince joined in and they performed the song several 
times to playback, Prince lip-synehing the lyrics. Finally, towards 
the end of the long day, Prince treated the small crowd to a ṣo- 
minute session of improvised acoustic guitar-playing, “Do Me, 


Baby" was amongst the recognised songs he played. 


17 June: 
Palais Omnisport de Bercy, Paris 

“Oh yeah, Parish,” Prince exclaimed over the opening bars 
of “Sign O° The Times.” He followed up with, “Hello Paris, 
and welcome,” after the song, “Are you ready, Paris?,” he asked 
as he launched into “Girls And Boys.” 
you” after “I Could Never Take The Place OF Your Man” was 
in English, 


This time, his “thank 


“Let's party, Paris!” Prince shouted at the start of 


“1999,” but the concert was fairly uneventful, 


19 June: Galgenwaard, Utrecht 

On June 19th, Prince played the first of four consecutive 
concerts at Galgenwaard, a football stadium in Utrecht, Hol- 
land, which was converted into a raked seated venue with all the 
seats for the shows reserved. It was the first time the venue had 
heen used fora pop concert, The capacity was limited to 15,000 
people at each show. Prince wanted to avoid the problems with 
noting crowds, which had marred some of the Parade tour con- 
certs in Rotterdam, 

The atmosphere was incredible even before the show be- 
gan, with the fans doing “the wave” and stomping their feer. A 
request for the audience not to stand on their chairs during the 
show was printed on the tickets and prior to the show, the con- 
cert promoter reminded the crowd, “Do nor stand on the chairs 
and do not stand in the aisles. Thank you.” Regardless, as soon 
as the concert started, the crowd went berserk, jumping on their 
seats and shouting their approval, Prince responded yy ua a shout 
“Sign © 


As the band went into “Play In The cua’ he 


“Holland!” after the introductory “Oh veah” o 
greeted the crowd with “Hello Holland!” The concert was short 
of the spectacular until “Let's Go Crazy,” which began unusual- 


ly with a ewo-minute long intro during which Prince improvised 


on Toon -pitched organ chord lingered. The clos- 
‘ing portion of the song was also terrific, with the audience re- 
“pearing, everything Prince said. He alternated between whisper- 


ing and screaming the phrases “ go crazy, “go fucking crazy,” 
ands"go, go, go.” Hé also improvised some additional lyrics 
(some of which are difficult to hear), Teeth “IF you don't 
love me, your mama will.” 

Another highpoint ofthe show was “Forever In My Life.” 
“Yeah, thacs areal near trick,” Prince said after some acoustic 
guitar jamming. The song included the lyrics introduced in Par- 
is; June 13th, “From the moment I saw you girl, | knew you were 
the one for me.” The audience repeated “alright” encouraged by 
Prince's “I wanna hear ya” and “say ir, louder.” “The Cross” was 
also fantastic, with the audience singing along to most of the 
song. “Thank you, Holland,” Prince said after “The Cross.” 
“Shall we meer again?” The closing “It’s Gonna Be A Beautiful 
Night” was playful, as usual, but fairly brief (10 minutes). Half- 
Way through the numbery Prince said, “Holland, are you ready 
ro go home?” 


20 June: Galgenwaard, Utrecht 

The second Utrecht shows was an improvement on the 
first one and arguably one of the most inspired (and longest, at 
IM minutes) concerts of the entire tour, Prince repeated his “Hel- 
lo Holland” greeting from the previous night. “Housequake” 
was extended with a part where Prince repeatedly stopped the 
music to let the audience shout “Quake!” The regular organ intro 
o “Hor Thing” was replaced by percussion-playing by Prince. 
"Now's The Time” was omitted in favour of Madhouse's “Four.” 
“Purple Rain” was unusually long and impassioned. 

Once again, “Forever In My Life” was extraordinary, 
stretched out to almost 1§ minutes. It began with some nice 
acoustic guitar improvisations by Prince as the crowd flipped 
their lighters on and off to the drum machine beat, which creat- 
ed a fantastic atmosphere. Prince changed part of the melody 
when he started singing. Another acoustic guitar jam followed 
towards the end of the song, before Prince played an organ salo, 
accompanied by the dum machine and some percussion. The 
closing “It’s Gonna Be A Beautiful Night” lasted almost 15 min- 
utes and featured a lot of audience participation and some won- 
derful saxophone playing by Eric Leeds. Prince changed the 
words from “the Detroit crawl” to “the Holland crawl.” At one 
point, he ler the crowd stamp their feet and clap their hands on 
the “two” and “four” of the drum beat, which created an incred- 


ible noise. 


21 June: Galgenwaard, Utrecht 

The audience evidenced the same enthusiasm during the 
third show as the previous dates despite having to endure some 
rain showers, They sang along to almost every song and Prince 
let them participate as much as he could, Percussion was used 
again for the intro of “Hot Thing.” After “1999,” Prince said, 
“Yall gonna stand out there in the rain, then so am I" Howev- 
er, asa result of the rain, “Forever In My Life” was lefr our “It's 
Gonna Be A Beautiful Night” followed directly after “The Cross” 
and was drastically shorter than the night before, lasting around 
nine minutes, Prince asked the audience if they wanted to go 
home, “Tell the truth: do you want to go home?” Predictably, 
they shouted “noe” in reply, to which Prince responded, “Man, 
you're crazier than Tam!” Miko and Levi did some jamming, 
but after some “Cold Sweat” horn riffs, the show was over, Due 
to the weather, ir was one of the shortest concerts of the tour at 
just uncer 85 mimires. 


22 June: Galgenwaard, Utrecht 

“Hello Holland, and welcome!” Prince greeted the crowd 
after playing “Sign O" The Times.” “Forever In My Life” res 
turned ta the set again and the show was longer than the previ- 
ous night, Sull, the heavy rain showers marred the performance, 
“Four” was again played instead of “Now's The 
Time,” “Let's Go Crazy” was shorter than usual, Prince repeared 


Madhouse's 


a guitar riff, followed by a “let's go,” but the song didn't contain 
“Forever In My Life” resem- 
bled the June 20th performance, with the fans flipping their 


much interaction with the crowd. 


lighters on and off to the beat and doing the “oh-we-ohy oooh” 
chant. The drum machine beat went on for Several minutes be- 
lore Prince's acoustic guitar entered, Again, Prince improvised 
freely with the melody of the song and added some lyries, which 
began, “From the moment | saw you girl, 1 knew you were the 
one for me.” This became a regular feature from here on. “Bani, 
stop this rain,” Prince said as a cue for Boni’s solo vocal spot. 
Towards the end of the song, Prince dropped out all the instru- 
ments and let the crowd take over, with the girls singing “forey- 


er” and the boys “in my life.” 

“Encore?” Prince asked before kicking off “It's A Beautiful 
Night.” Lasting almost 15 minutes, the closing number contained 
a great deal of jamming and closed the show and the stay in 
Utrecht on a high note. Jill Jones was in Holland for promotion 
of her album and she was hanging around backstage, which 
caused Prince to change the “Uptown crawl” to the “Jill Jones 
Following his drum solo, Prince asked, “Can we go 
home? Excuse me, can'we go home now?” Predictably, the audi- 
ence responded with a loud “no!” “Don’t you fools see thar it’s 
raining? Do you want to.party some more?” After stopping the 
music briefly, they continued with a slaw groove, before return- 
ing to the fast tempo again. Prince then’ewedone of Eric Leeds? 
and Matt Blistan’s horn parts by saying, “You leave me no 


crawl,” 


choice... You leave me no choice: I'm gonna have to kick your 
ass! Youounderstand that, didn’t you? I'm going to kick your 
ass!" The track continued with some lyrics abour “she [ can’t 
resist’ and)the “ean’teget chough.of thar funky stuff” chance. 
“Thank you, Holland,” Prince said as he left the stage. This 
version of “It's Gonna Be A Béautiful Night” is included om the 
Wonderboy CD and other records of the Paris June 17th show. 

As a direct result of the raining during the third and fourth 
Utrecht shows, Prince's wo planned shows at London's Wem- 
bley Stadium, Jiine 25th and 26th, were cancelled. The an- 
nouncement was made only three days prior to therčoncerts. 
The Wembley Stadium shows were completely sold our, 40,000 
tickets having been sold to each show instead of the usual 75,000, 
as the arena was going to be converted into a raked-seated ven- 
ues mutch like what was done in Utrecht. 

Ac short notice, four dates at the 18,000-sear Earl's Court 
indoor venue in London, Julyas ta’yth, weredinnounced in 
place of Wembley Stadium. Earl's:\Court was only allowed 11 
concerts per year and only dealt with one promoter, Harvey 
Goldsmith, bur Prince's concert promoter, Alec Lesley Enter- 
prises, was able to make an agreement to use four days at the 
venue for the Prince*stiows. Lesley authorised the printing of 
new tickers and set upexchange centres ar Hammersmith Odeon 
and Wembley Arena, Everything seemed set when a representa- 
tive of the Kensington and Chelsea Council arrived halfway 
through-a production meeting for the new concerts With the 
message thar no license could be arranged as they had not given 
28 days’ notice. Lesley's assistant Mick Cater said, 
tempts to reach the Chairman of the council failed.” 


“All our_at- 
He denied 
press reports that the Wembley Stadium shows had sold poorly. 
“They had completely sold out. We didn’t need to actually sell 
any more tickets for Earl's Court, just exchange those already 
bought.” He described the bill for cancelling the Stadium as 
“horrific” and added, “Despite all the problems, | couldn't blame 
Prince at all, He's devastated by it, we all are. It’s a shame that 
someone who really does care about his fans and doesn't want 
them to have been herded in front of a stage in the rain like 
cattle hasto have this happen to him.” 

Due to these circumstances, two open-air concerts in Italy, 
Rome (July znd) and Turin (july sth), were cancelled, as were 
two planned Birmingham concerts ar the indoor NEC venue 
(July zeh and 8th). Instead, the conclusive concerts of the tour 
became four shows that had been announced at the time of the 
Utrecht shows: three concerts in Rotterdam, Holland, June 26th 


to 28th, and one in Antwerp, Belgium, on the 2oth. 


26 June: Ahoyhal, Rotterdam 

Taking everyone by complete surprise, the day before the 
first concert in. Rotterdam, Prince announced his decision to 
flm the remaining shows of the cour. He was nodonger interest 
ed in continuing the tour and saw a concert filma’ a way to 
make up forthe cancelled shawsand the absence of a US tour. 
Prince's associatesare fairly united in viewing his decision against 
touring the US with the Sien O° The Timer show as one of the 
biggest mistakes of his career, 

The Rotterdam: show at the 7,600-sear Ahoyhal was an- 
nounced in Dutch newspapers on June 23rd. with tickets going 
on sale the next day. It was made clear that there could be addi- 
tional concerts depending on the demand for tickets. The first 
show rapidly sold out, so two more dates were quickly added. 

The first of the three Rotterdam shows was a much tighter 
and more disciplined affair than the Utrecht shows» Prince's 
greeting alter playing “Sign O' The Times” was unusual, “What's 
happenin’ Holland? Welcome!” He did the “oh-we-oh, oooh” 
chant over the intro to “Girls And Boys,” the enthusiastic crowd 
immediately following him, The “Hot Thing” intro included 
some percussion-playing before Prince's normal organ workout. 
“Let's Go Crazy” was fairly short, containing none of the earlier 
call-and-response activities. 
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a? oadcast ‘live from the Universal 
Amphitheater in Los Angeles, Few viewers realised that the band 
lip-synched to a pre-recorded live recording; only Prince’s vocal 
and guitar were live, oe 
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12 September (a.m.): | = 
Reseda Country Club, Los Angeles 


{120 minutes). Complete set list and sequence of songs unknown. 


After the MTV show, Prince played to a celebrity-packed 

crowd at the Reseda Country Club (Los Angeles), Stars in the 
“audience included Sly Stone, Whoopi Goldberg, Herbie 
Hancock, Cher, Bonnie Raitt, Joni Mitchell, and Aerosmith. F 
haka Khan came onstage with Huey Lewis to join Prince for. 
Şi orever y Life.” The two-hour set also included the covers 
played at Rupert’s, “Love And Happiness,” “I Want To Take 
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4 Higher,” “Mother Popcorn,” and “Til Take You There.” 


» he e et list is not known. 
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Time,” playing piano. The rest of the band followed 
him. “OK, dance contest,” The Artist suddenly an- 


they started dancing. One of the couples were very 
good swing dancers. “We can't leave like this, we can’t 
leave like this,” The Artist said after “Courtin’ Time.” 
They closed the two-hour set with “Mad.” The show was 
finally over at 4:40 a.m. 

The tentative set list was the following: “Sign O’ The 
Times” / “Higher Ground” (Stevie Wonder) / “Supersti- 
tion” (Stevie Wonder) / “The War” / “R U Ready?" / “Uto- 
pia” (GCS2000) / “Acknowledge Me” / instrumental jam 
/ “The Good Life” (“The Big City” remix version) / 
“Courtin’ Time” / “Mad.” 

The fourth Paisley Park performance was held a 
week later, early Saturday morning, May 15th (a.m.). 
Again, the place was packed. The Artist wore a non- 
sleeve black outfit, a big earring and long hair, remind- 
ing some of his Nude tour appearance. They got on the 
stage at around 2:55 a.m., starting with Larry Graham’s 
bass playing. The special quest was Rose Stone from Sly 
and The Family Stone. Larry and Rose were really hav- 
ing a good time together, playing a Sly and The Family 
Stone medley. The show lasted around two hours and 
the party was over at around 5:30 a.m. 

The concert included a few numbers not previously 
played during the recent shows: “Poom Poom,” “Sing A 
Simple Song” {Sly and The Family Stone), “Babies Makin’ 
Babies” (Sly and The Family Stone), and an unidentified 
James Brown song. The tentative set list was the follow- 
ing: introductory jam with Larry Graham bass solo / “Thank 
You (Falettinme Be Mice Elf Agin)” / “Free” (GCS2000) / 
“Everyday People” (Sly and The Family Stone) / “Sing A 
Simple Song” / “Family Affair” / “Babies Makin’ Babies” / 
“Poom Poom” / unidentified James Brown number / 
“Eye’magettin’” (GCS2000) / “| Want To Take You Higher” 
(Sly and The Family Stone) / “Come On” / “The Jam” 
(Graham Central Station) /“Let’s Work” / “Delirious” / “Pur- 
ple Rain” / “| Could Never Take The Place Of Your Man.” 
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Three interviews 

The Artist gave some interviews while in New York 
City the week of April 5th. He held court in a suite at the 
Trump International Hotel. The first interview appeared 
in USA Today, April 13th, The Artist Ready To Reconcile 
With industry. Among other things, the interview by 
Steve Jones mentioned that his forthcoming Rave Un2 
The Joy Fantastic album will be produced by an uniden- 
tified producer and will feature some surprising collab- 
orations. Despite complaining about the low profit 
margins when working with a record company, he is 
hoping to release the new album on a major label, as 
long as he retains ownership of the master tapes. The 
Artist said, “The title track is one | did 12 years ago [ac- 
tually 11!], but it sounded so much like ‘Kiss’ that | want- 
ed to put it in the vault and let it marinate for a while.” 
He said that he had unsuccessfully tried to buy the 
rights to his 26 Warner Bros. albums. The release of 
1999 — The New Master was an attempt to cash in on his 
previous work, “Once Warners refused to sell me my 
masters, | was faced with a problem. But ‘pro’ is the pre- 
fix of problem, so | decided to do something about it.” 

The USA Today article further included some false ac- 
cusations of UPTOWN, as The Artist said that the maga- 
zine is “telling people where to buy and sell bootlegs” and 
that “a fanzine is one thing, but when they are actually 
trying to sell your work, that is something else.” UPTOWN’s 
attorneys contacted USA Today and the publication in- 
cluded an inadequate correction two days later, April 15th. 
While it mentioned the countersuit for malicious abuse 
of process filed by UPTOWN against The Artist, it failed to 
address the fact that UPTOWN was not alleged in the law- 
suit to have told people where to buy and sell bootlegs. 





A second interview conducted in New York City was 
with David Bauder of AP, Associated Press, published 
April 14th, Former Prince To Re-Record Music. The Artist 
revealed that he is composing an opera and claimed 
that he is considering re-recording his entire Warner 
Bros. catalogue. Because he played most instruments 
himself, he said that the only thing standing in his way 
is himself, “Fleetwood Mac would be hard-pressed to 
do something like this. The only people | would have to 
argue with are the people in my head.” According to 
the article, he is not discouraging anyone from buying 
his old records, but he gets paid a lot more if he sells 
them himself. Warner Bros.’ Bob Merlis said, “It’s ex- 
tremely unlikely that we will ever give an artist with no 
compensation, original works that were sold to us un- 
der a valid contract.” 

The third New York interview was given to Franklin 
Paul of Reuters, published April 30th, Former Prince 
Seeks Funky, Silent Type. The Artist said that he was let- 
ting other people produce him, “But we are not going 
to say who they are or list them.” He mentioned that 
The Time had always been something of a catalyst for 
him, noting that his current project was sparked in part 
after he heard tracks recently recorded by the group for 
what may be an upcoming album. He even admitted, 
“Granted, | was The Time for a while.” 








Morris Hayes in conversation 

The Artist's keyboard player Morris Hayes was inter- 
viewed by the Love 4 One Another collective on April 
14th. Amongst other things, he said that he is working 
on Rave Un2 The Joy Fantastic, “programming new 


sounds, new colours.” He also said that he was working 
on a new recording of “Soft And Wet,” which has 
sparked speculation that he is contributing to the re- 
recording of Prince’s back catalogue. 





Revolution reunion rumours 

According to Wendy & Lisa’s management, there are 
no plans for a Revolution reunion yet. There have been 
and continue to be discussions of a reunion in some form. 
Bobby Z. Rivkin said in Minneapolis Star Tribune that each 
of the former Revolution members was contacted sepa- 
rately about a possible reunion by the Woodstock ’99 or- 
ganisers. According to Wendy & Lisa's management, how- 
ever, if there will be a reunion, it “definitely will not take 
place at Woodstock.” It has also been reported that The 
Artist is being courted by the Woodstock ’99 organisers 
to perform a Jimi Hendrix tribute. The festival is held July 
23rd to 25th. A post on Love 4 One Another stated that 
there has been no communication between the former 
Revolution and The Artist, “So don’t believe the hype!” 


THE UPTOWN LAWSUIT 





WILL THE DEFENDANT PLEASE RISE 


As certainly most readers of UPTOWN are aware, on or 
about February 25, 1999, Prince, Paisley Park Enterprises, 
inc., and NPG Records (the “Plaintiffs” filed a fawsuit in 
federal court in New York against UPTOWN, alleging in part 
unlawful use of the symbol he claimed to be his name, as 
well as use of unauthorized photographs of Prince, at- 
tempting to confuse the pubic into thinking UPTOWN was 
an official publication sponsored or authorized by the 
Plaintiffs, as well as other allegations. The contents of the 
Plaintiffs Complaint were dealt with in the article Call The 
Law in UPTOWN #37. As part of the continuing process 
begun with the filing of that lawsuit, on or about April 12, 
1999, UPTOWN’s attorneys filed an Answer to the Com- 
plaint and also a Counterclaim against the Plaintiffs. This 
article will briefly summarize the documents filed in court 
on behalf of UPTOWN. 

Essentially, the Answer is a fairly routine document in 
which the various allegations of the Complaint are either 
admitted, denied, claimed to be a legal conclusion to 
which no response is needed, or an allegation to which 
the defendants do not have sufficient information to ei- 
ther admit or deny the allegations of the Plaintiffs. 
UPTOWN denied all of the allegations that it engaged in 
unlawful activity and that it is in any manner liable to the 
Plaintiffs on account of UPTOWN’s activities related to its 
magazine, books and website. And since the full text of 
the Answer can be found on UPTOWN’s website 
[www.uptown.se], only some of the more important alle- 
gations of the Complaint will be discussed below. 

As part of its Answer, UPTOWN has denied that its 
use of the symbol was an attempt to trade in on the 
“goodwill” alleged to have been associated with the 
Plaintiffs’ use of that symbol. And while UPTOWN ad- 
mitted that the “Love Symbol No. 2” and photographs 
of Prince appeared in UPTOWN’s publications, UPTOWN 
went on to deny that such use was unlawful, and it was 
also denied that UPTOWN is “disparaging to the Plain- 
tiffs personally and professionally and [has] caused 
damage to the Artist’s reputation.” And although more 
fully discussed in the Counterclaim, UPTOWN denied 
that it ever “falsely designated and/or represented [it- 
self as being] affiliated with, or being endorsed, spon- 





sored or authorized by Plaintiffs.” 

UPTOWN denied that its actions violated Prince’s 
rights under the New York Civil Rights Law, and while it 
admitted that UPTOWN never directly paid any portion 
of its revenues to Prince, it was pointed out later in the 
Counterclaim that according to UPTOWN’s information 
and belief, “Plaintiffs sold copies of UPTOWN at “Glam 
Slam,” a nightclub in Minneapolis owned and operated 
by Nelson and/or his agents.” 

















Allegations 

As to the first substantive cause of action in the 
Complaint, for alleged copyright violations, UPTOWN 
denied the allegation that “ail copies” of the symbol 
“made by the Artist or under his authority or license 
have been imprinted and published in strict conformi- 
ty with the provisions of the Copyright Act of 1976... 
and other laws governing copyright.” UPTOWN denied 
“willfully and maliciously” infringing on the Plaintiffs’ 
copyright, and denied that Plaintiffs would be “irrepa- 
rably harmed” if UPTOWN were allowed to continue to 
publish its magazine and other publications. Further 
denied was the allegation UPTOWN willfully infringed 
on the rights of the Plaintiffs in order to “deceive the 
public and trade upon the Artist’s fame and goodwill.” 

As to the second alleged cause of action, for trade- 
mark violation, as with the copyright claims mentioned 
above, UPTOWN denied infringement, and denied that 
Plaintiffs would be “irreparable harmed” unless 
UPTOWN were “enjoined by this Court”, although it 
should be pointed out that the Complaint does not 
state in its paragraph 39 what exactly UPTOWN should 
be enjoined from doing. All of the allegations for the 
third cause of action, that UPTOWN tried to falsely lead 
the public to believe its publications were officially 
sponsored or affiliated with the Plaintiffs, were denied. 
And while this would come as no surprise, UPTOWN de- 
nied that it should be “preliminarily and permanently 
enjoined from publishing, selling and distributing 
[UPTOWN magazine] and other related books, and en- 
joined from maintaining [its] internet website...” As to 
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Wendy & Lisa activities 

Wendy & Lisa have contributed to the score of the 
film Foolish, released April 9th in the US. The “girl broth- 
ers” will be part of Doyle Bramhali’s backing band when 
he plays tive this summer. Bramhall is Susannah 
Melvoin’s husband. 

Wendy & Lisa and producer Trevor Horn have come 
to a mutual decision not to release an album, tentative- 
ly titled Friendly Fire, featuring material from their 
aborted 1994 sessions. tn an odd twist, Wendy & Lisa 
have chosen to post the track listing from the project 
on their official website: www.wendyandlisa.com. For 
more information about Wendy & Lisa’s activities, check 
out Katrina’s Music Zone, www.psn.net. 


Homage by Teddy Riley 

“Black And White,” a song on the new Blackstreet al- 
bum, Finally, is an obvious homage to The Artist. Not 
only does it have a very “Princely” sound, it incorpo- 
rates vocal harmonies that are very reminiscent of 
songs like “7.” The lyrics sound very much as if The Art- 
ist had written them himself and even incorporate sev- 
eral of his song titles, “Scandalous,” “3rd Eye,” “The Holy 
River,” and “7” being the obvious four. The song was 
produced by Teddy Riley. 


the remaining causes of action, unfair competition, un- 
just enrichment and for an accounting of UPTOWN’s 
revenues, all the allegations of the Complaint were de- 
nied, except for one which was deemed a mere conclu- 
sion of law to which no response was needed. 














Affirmative defensens 

Next, the pleadings filed by UPTOWN’s attorneys in- 
cludes a list of 18 affirmative defenses. To oversimplify, an 
affirmative defense is a statement of a legal basis upon 
which the defendant in a lawsuit is relying to defeat the 
Plaintiffs’ complaint. Amongst the affirmative defenses 
raised by UPTOWN is that “Plaintiffs’ claims are barred be- 
cause of their acts and conduct in acquiescing to Defend- 
ants’ long-standing use of Plaintiffs marks. Plaintiffs are 
therefore are estopped from asserting these claims against 
the Defendants.” Other defenses include allegations that 
the Plaintiffs’ copyright registration for the symbol is 
invalid; that the Plaintiffs abandoned their copyrights and 
trademark rights by failing to protect them; fair use; and 
that the Plaintiffs’ claims violate the protections guaran- 
teed them by the First Amendment of the United States 
Constitution. 

Another defense raised in UPTOWN’s response is the 
“doctrine of unclean hands.” Briefly, when a party to a ław- 
suit asks a court to exercise its equitable powers and or- 
der an extraordinary remedy, such as issuing an injunc- 
tion against the adverse party, the person seeking that 
remedy cannot himself be guilty of any wrongdoing re- 
lated to the lawsuit. In UPTOWN’s response, it is alleged 
that by making false allegations against UPTOWN and 
misusing the legal process to stifle competition and free 
speech, “Plaintiffs are guilty of inequitable conduct and 
come into this Court with unclean hands.” 

Further affirmative defenses raised by UPTOWN in- 
clude the allegation that UPTOWN consistently identi- 
fied itself as an independent entity not associated with 
Prince or the other Plaintiffs; the inability of the Plain- 
tiffs to show that the public would be so confused by 
UPTOWN’s activities that it would think them as being 
produced or licensed by the Plaintiffs; and the failure of 
the Plaintiffs to mitigate their damages. That last 
defense is based upon a general legal doctrine, greatly 
simplified here, that a party may not recover damages 
if that party fails his obligation to minimize the same. 











Tribute track by D’Angelo 

A recent interview with D’Angelo mentioned a song 
called “Untitled,” which is said to be a tribute to The 
Artist. It is slated for inclusion on his forthcoming al- 
bum, Voodoo. 





Busta Rhymes collaboration? 

Busta Rhymes was interviewed by BBC Radio on 
April 9th. Asked about a collaboration with The Artist, 
which has been rumoured, he said that it had not hap- 
pened as The Artist had had to get the song finished 
before an upcoming tour, and that their busy schedules 
had not allowed them to get together in time. Howev- 
er, Hot 97 New York radio reported that The Artist was 
in town April 23rd recording with Rhymes a track for an 
album against police brutality. 


Jill Jones on record 

Former Paisley Park artist Jill Jones is featured on anew 
live album by Chic entitled Live at the Budokan. She is cur- 
rently recording for an independent record label called 
Exile Records USA. On their website there are two sam- 
ples of her latest musical offerings and a recent photo. 
[www.exilerecords.com] 








.—— 
DanceMusicSexRomance 

Per Nilsen’s new book about the first decade of 
Prince’s career, DanceMusicSexRomance, has been 
completed for quite some time, but the publisher's 
editing process has taken time, causing several delays. 
The last word is that the book will hit the streets in late 
June 1999, Published by Firefly, England, the book in- 
cludes a foreword by Alan Leeds, who was closely in- 
volved with Prince’s career between 1983 and 1993, 








The Hits Collection DVD release 

A 15-song retrospective from Prince entitled The 
Hits Collection will be released on DVD on June 8th by 
Warner Bros. It will include, amongst other video clips, 
“| Wanna Be Your Lover,” “Controversy,” “1999,” “Lit- 
tle Red Corvette,” “| Would Die 4 U,” “Kiss,” and 
“Cream.” 


Counterclaims 

The next, and final portion of UPTOWN’s response 
are the Counterclaims filed against Prince and the oth- 
er Plaintiffs. In general, a counterclaim is a claim made 
by a defendant against the Plaintiff in a lawsuit. And 
just as the defendant must respond to the Plaintiffs’ 
complaint, the Plaintiff, likewise, is required to file a re- 
sponse to the counterclaim or find himself in default. 

UPTOWN’s counterclaim begins with a brief intro- 
duction which summarizes the nature of the claims 
against the Plaintiffs and the relief sought by UPTOWN 
from the court. Then, after identifying the parties to the 
Counterclaim, UPTOWN’s attorneys set forth a factual 
background for the events leading up to the claims 
eventually made against the Plaintiffs. 

First, itis mentioned how UPTOWN was founded in 1991 
by a small group of Prince fans with a desire to create a 
forum to discuss the music and career of Prince and relat- 
ed artists. There follows some quotes from various issues 
of UPTOWN, from the earliest to the current time, as well 
as quotations from other UPTOWN-related publications, 
that UPTOWN was and is not an official publication spon- 
sored or authorized by the likes of Prince, Warner Broth- 
ers, Paisley Park Records, and/or NPG Records. 

Then, after pointing out UPTOWN’s avoidance of 
commenting on Prince’s personal life, the pleadings set 
forth Prince’s awareness of UPTOWN and its activities. 
That awareness included the fact that, since it was 
founded, “UPTOWN has frequently provided copies of 
its publications to Plaintiffs. Until this suit was filed, 
Plaintiffs did not complain, protest or attempt to re- 
strain UPTOWN's publications, website, or other activi- 
ties.” Other facts showing the Plaintiffs’ past awareness 
of UPTOWN and its publications include the interview 
UPTOWN published with Mayte Garcia, as well as the 
allegation that the Glam Slam nightclub in Minneapolis, 
formerly owned and operated by Prince and/or his 
agents, sold UPTOWN magazine. 

The counterclaim mentions the establishment of 
UPTOWN’s website, and quotes from a disclaimer al- 
ways posted on that site stating that “UPTOWN is not an 
authorized fan club.” The Counterclaim also points out 
that in 1999, but prior to the lawsuit being filed against 
UPTOWN, the magazine's website included the state- 
ment “UPTOWN is not an authorized fan club, support- 
ed by Paisley Park and NPG Records. But UPTOWN is in- 


working as an administrator, tour manager, and Pais- 
ley Park Records boss. 

As we have stated previously, UPTOWN has nothing 
to do with the book, apart from the fact that it was 
written by staff member Per Nilsen. We will not be able 
to sell the book through the magazine. You should 
have no probiem finding the book, however, as it will 
be readily available throughout the world. 





tases 


dispensable if you want more than just the ‘official’ 
news, and if you're looking for a magazine that treats its 
subject in a serious, journalistic manner, without the 
fawning ‘Oh, isn't the Artist God’ attitude that can be 
both embarrassing and annoying.” 





Symbol use 

The next portion of the factual background includ- 
ed in the counter-lawsuit is the history of Prince’s al- 
leged name change to the unpronounceable symbol 
he has used for the last several years. It is mentioned 
how Prince announced on June 7, 1993 that he had 
changed his name to the symbol, representing to the 
public that he had made the symbol his legal name. 

The Counterclaim mentions that as part of a cam- 
paign to promote his new identity, the Plaintiffs urged 
the media, UPTOWN not excluded, to use the symbol, 
and to that end provided to the media a computerized 
font of the Love Symbol No. 2. It was further mentioned 
that, to the knowledge of the Defendant, the “Plaintiffs 
have never informed such publications that the Symbol 
was copyrighted or trademarked, or that the Symbol 
could not be printed freely by anyone desiring to write 
about, or refer to, Nelson. To the contrary, Plaintiffs en- 
couraged members of the media, including UPTOWN, 
to use the Symbol.” 

The Counterclaim specifically refers to how UPTOWN 
contributor, and now contributing editor and your au- 
thor of this article, David J. Magdziarz contacted the 
public relations firm hired to distribute the symbol font 
and received a copy of the same from that firm. The 
written instructions received with that computer dis- 
kette included the sentence “(the Symbol] is now the 
artist’s legal name and should be used whenever refer- 
ring to him in print.” 

Other correspondence received from the firm in- 
cluded a handwritten note wishing Mr. Magdziarz good 
luck on the article he was preparing at the time. And as 
further mentioned, other members of UPTOWN’s staff 
also received the same font from the Plaintiffs’ repre- 
sentatives. UPTOWN, it is mentioned, began to regular- 
ly refer to Prince by the symbol, as he had repeatedly 
requested the media to do so, by 1995. It is also stated 
that by the time Prince registered his trademark and 
copyright to the symbol, publications throughout the 
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world were referring to him by use of the Love Symbol 
No. 2. There is also an allegation that the Plaintiffs reg- 
ularly failed to use a copyright and trademark symbols 
on items bearing the Love Symbol No. 2. 
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Stifling competition 

Next, UPTOWN’s counterclaim sets forth Prince’s al- 
leged campaign to stifle competition. The lawsuit spells 
out the history behind Prince’s attempts to “[eliminate] 
all fan-run websites about Nelson and/or [subsume] 
these websites into the official site.” Other activities al- 
leged to be part of the campaign to silence voices not 
authorized by Prince include e-mail messages sent by 
his attorney, L. Londell McMillan, Esq. to various Prince- 
related websites, asking them to stop using certain “un- 
authorized material,” including the Love Symbol No. 2, 
on their sites. But, as is pointed out in the Counterclaim, 
“No such e-mail was sent to UPTOWN.” 

The campaign to silence non-official voices in the 
Prince fan community is placed into perspective in the 
Counterclaim when it was revealed that Pierre Igot, 
whose Le Grind website became the official news por- 
tion of the official Love 4 One Another site, “told 
UPTOWN representatives that Plaintiffs were forming a 
new ‘official’ print ‘fanzine’ devoted to Nelson.” The sto- 
ry of the campaign to silence UPTOWN continues with 
allegations that Igot attempted to persuade UPTOWN 
to merge with the planned new official fanzine, but 
with UPTOWN refusing because of the magazine’s de- 
sire to remain an independent voice in the Prince com- 
munity. The attempts to change UPTOWN’s mind con- 
tinued, with Igot inviting Per Nilsen to partake in online 
negotiations with “NPG2000” regarding the incorpora- 
tion of unofficial Prince-related entities into official 
Prince entities. The AOL screen name “NPG2000” is that 
of an anonymous individual believed to be Prince. As of 
the date this article was written, the AOL member pro- 
file for “NPG2000" reads as follows: 

Member Name: NPG Records; Location: Chanhassen, 
MN, USA; Computers: Mac lisi, LCiii, 840AV, 660AV, 950 
- various 486,386; Occupation: Makin’ Music; Personal 
Quote: Peace and B Wild. 

An interesting element in the counterclaim is an e-mail 
Igot sent to another website operator who is a defendant 
in one of the other lawsuits Prince has recently filed. In that 
e-mail message Igot is quoted as stating: “u were given 
the chance 2 join ‘the collective,’ within which ur work 
would have been recognised and used _ and u definitely 
wouldn't have been sued. U decided otherwise.” 














“Malicious abuse of process” 

Next, the Counterclaim states its three counts against 
the Plaintiffs. The first count is an action alleging the Plain- 
tiffs are guilty of “malicious abuse of process” in that “Plain- 
tiffs, without excuse or justification, brought this action 
with the intent of suppressing UPTOWN’s speech and op- 
erations and forcing UPTOWN out of business.” 

Itis pointed out that UPTOWN is a respected magazine 
focusing on Prince’s music and career, and as such, rep- 
resented significant competition to the as of yet forthcom- 
ing official Prince fanzine. It is also alleged that “Plaintiffs 
brought this action for the illegitimate collateral objectives 
of eliminating economic competition, securing a monop- 
oly for the Planned Magazine, the Love 4 One Another 
website, and 1-800 NEW FUNK website, and stifling free 
expression about Nelson”, and that such actions have 
caused UPTOWN to suffer damages. 














Second count 
The second count against the Plaintiffs is a request that 
the judge declare Prince’s copyright in the Love Symbol 





No 2 to be null and void and that the judge cancel the 
registration of that copyright. To back up this count, 
UPTOWN’s attorneys mention Prince’s use of the symbol 
as his name, and as pointed out in the affirmative defenses, 
names are not copyrightable. UPTOWN also claimed that 
the Plaintiffs injected the symbol into the public domain 
by giving it away to members of the media, including 
UPTOWN, with “implicit permission to use the Symbol in 
their publications and otherwise.” 

The Counterclaim goes further, stating that the cop- 
yright registration forms wrongfully claimed the sym- 
bol was an original work when it was instead a “copy or 
derivative work based on a two-dimensional work dis- 
played on page 74 of the book Symbols, Signs and Sig- 
nets by Ernst Lehner... According to the book, that two- 
dimensional work is an ancient symbol for the material 
‘Soapstone.” Being in the public domain, the symbol 
cannot, UPTOWN alleges, be copyrighted. In addition to 
asking the judge to invalidate Prince’s copyright in the 
symbol and to cancel its registration, UPTOWN also asks 
the court for a “declaration that [UPTOWN’s] prior, 
present and prospective use of the Symbol does not 
constitute copyright infringement.” 





Third count 


The third and final count against the Plaintiffs is one 
seeking to invalidate the trademark registration Prince 
has in the Love Symbol No. 2. As with the second count, 
it is alleged the Plaintiffs faited to protect their mark by 
using it as a name and by injecting it into the public 
domain by giving it away and encouraging others to 
use it. It is also stated that UPTOWN’s use of the symbol 
was not that of a trademark, and that “Plaintiffs, in 
bringing this lawsuit, are improperly using trademarks 
as part of an onerous scheme to restrain trade and sup- 
press speech.” UPTOWN then asks the court to declare 
any trademark rights of the Plaintiffs to be null and 
void, and also for a declaration that UPTOWN’s “prior, 
present and prospective use of the Symbol does not 
constitute trademark infringement.” 


The response 

The Plaintiffs’ attorneys filed a response to 
UPTOWN’s Counterclaim, but it was done so without 
sufficient time for UPTOWN to discuss it in more detail 
in this issue of the magazine. They admit that at at cer- 
tain points they received copies of UPTOWN, but deny 
that sales of the magazine occurred at Glam Slam. 

They admit that Prince announced that he would be 
identified as the Symbol, rather than as “Prince.” How- 
ever, they deny that he announced that he had legally 
changed his name to the Symbol. 

They admit that “Plaintiffs, through various agents, 
provided fonts of the Symbol on computer disks with a 
copy of Plaintiff's trademark registration of the Symbol 
to publications and individuals who requested permis- 
sion to use or reprint the Symbol.” They admit that it 
was given away, but do not admit that it was submit- 
ted to UPTOWN with permission to use it. They also 
claim that on copies that were given away, the trade- 
mark symbol was present. 

They admit that Love 4 One Another is run by Plain- 
tiffs and that it is Plaintiff's website. However, they deny 
that Pierre Igot is an authorized representative of Plain- 
tiffs or that he is associated with the website. 

They deny UPTOWN’s statement about The Artist us- 
ing NPG 2000 as an online alias by stating that these al- 
legations “are too vague and ambiguous in order for a 
response to be properly framed.” At most points, they 
simply deny UPTOWN’s allegations or say they don’t 
have enough information to admit or deny the allega- 
tions. 





We are still receiving many letters commenting on the lawsuit 
against UPTOWN. However, we would like to avoid publishing let- 
ters on this subject, at least for the time being. Let’s focus primarily 


on the music and career-related questions and comments instead. 























Re-recording 

Hello UPTOWM 

Several press reports have stated that The Artist is considering re- 
recording all his Warner Bros. albums to gain contro! over the mas- 
ter tapes. What are your thoughts on this? Is this “threat” meant to 
be taken seriously? I think it is a testament to how much owing his 
masters means to him, but it also says a great deal about how money- 
minded he is — what’s the point in re-recording and re-releasing the 
albums on NPG Records besides making more money from the music? 
Or, is it indicative of a writer's block? If he hasn’t anything new to 
offer, he can always attempt to re-create his glorious past. 

In the eighties, Prince was so busy recording new music and 
breaking new ground that he would never consider re-recording 
music. The Artist needs to find another way to resolve the issue of 
ownership of his masters. Or simply accept the situation as it is 
and move on... and “letitgo.” He still makes an incredible amount 
of money from the WB catalogue each year — much more than 99.9 
per cent of us could ever dream of making. Although I’m sure most 
of us fans sympathise with his struggle, I think it's clear that his 
preoccupation with money and the business side of his career is 
affecting his creative abilities and sense of judgement. 

It’s probably no coincidence that his greatest successes came when 
Cavallo, Ruffalo, and Fargnoli were in charge as his management 
team. I’m sure most major decisions were down to Prince, but I think 
his managers provided a second opinion and were able to influence 
his decisions. After they went their separate ways, The Artist's career 
has suffered from “chaos & disorder.” He has never really lived up 
to his potential, commercially, critically, or artistically. What’s your 
opinion? Keep up the fantastic job! 

Charles Rae 


It's well-known that Prince/The Artist probably records more ur- 
gently than any contemporary musician. Taking each individual 
song as its own project, he usually goes into the studio with a 
song in his mind and records, overdubs, and mixes the track in 
one uninterrupted session. He has always favoured spontaneity 
and feel over technical perfection. 

The idea that The Artist would go back into the studio to rec- 
reate albums recorded many years ago is unrealistic. Remember, 
to make For You and Prince, Prince had to go through the labori- 
ous process of re-creating material he already knew well. He had 
demoed most of the songs and some songs had been recorded 
several times. As a result, spontaneity suffered and he often lost 
the life in the songs. In great contrast, the Dirty Mind tracks were 
recorded very spontaneously, when inspiration struck, and each 
individual song was taken as its own project. This way, he was 
able to capture the excitement of the creative moment. Hence, 
there is an undeniable enthusiasm about the performances on 
Dirty Mind which is largely missing from For You and Prince. Clear- 
ly, Prince realised that this was how he wanted to make his 
records; it is essentially the working method he has used when 
recording ail his later albums. 

“I record when | feel like, and when | have a song in my head,” 
Prince commented in 1981. “I don't like to have a session at ten 
in the morning, and conclude at five in the evening. | go into the 
studio at very strange hours sometimes and do marathon ses- 
sions until I’m ready to drop.” It is probably just as true today. 

Thus, having established that the vast majority of his music is 
created highly spontaneously, when he is inspired, it does seem 
highly unlikely that he would embark on the time-consuming 
project of re-creating music. It’s another thing if he involves NPG 
members and have other musicians re-record his music. Still, it 
seems such as waste of time and energy, so let's hope it won't 
happen. We want to hear new material! 























No guarantees 

Dear UPTOWN Magazine, 

I was writing to warn your staff and your readers of the “1999 — 
The New Master” CD Parties, which I heard will be making a run 
across the US. 1 went to the first one, on January 1, 1999, and the 
club where the event was held did an excellent job of defrauding my 
sister, myself, my friends, and several other Artist fans. The party 
took place at Studio 54, a nightclub within MGM Grand casino in 
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f Las Vegas. My sister initially heard about the concert through an 
i Artist website and when she called MGM Grand, they stated that 
: The Artist would be performing with Morris Day and The Time. 
We called the casino’s box office several times prior to the day the 





tickets went on safe, and each time we were told that The Artist would 


perform, that Morris Day and The Time would perform as well, and 
that there might be other guest performers (Sade and Chaka Khan 
were mentioned as possible appearances). Tickets were $100 a piece, 
but, considering that it would be the first time The Artist and The 
Time performed together in over a decade, it was well worth it. | 


house albums in his 1993 version of A Documentary contain 
many factual errors. He has been able to establish exactly who 
the musicians are on al) Madhouse tracks. The first Madhouse al- 
bum, 8, was certainly not recorded by Eric Leeds with “a jazz 
group he had led in Atlanta before he played with Prince,” as it 
says in A Documentary. The first Madhouse album was essential- 
ly a Prince solo project, with Eric contributing saxophone and 
flute, and Matt Fink a synth solo on “Two.” Ali the details will be 
revealed in the forthcoming Madhouse article. 





On New Year’s Eve, we arrived in Las Vegas. All of us had come 
from other states (I had flown in from DC). On the radio, we heard 
advertisements for The Artist concert. When we picked up the tick- 


Bs + Rn ern rr >. i EEE 
te r E R yA A i ra ATE a PS ER 





ets, the stub only mentioned The Artist, and didn’t mention Morris 
and The Time. 
i My point in saying all this is that we expected to see The Artist, 
and to hear him sing. The Artist never performed He did not even 
perform the new version of “1999,” the purpose of the event in the 
first place, 

And while that was disappointing, my anger lies in the casino’s 
lies, evasions, and denials. We were told later by the casino manage- 
ment that the event was advertised as a Morris Day and The Time 


concert (a blatant lie — the only place where it was advertised as such 


was the casino's internal newsletter) and that The Artist was never 





expected to perform and that whether he did was at his discretion. 
| To date, the casino refuses to give us a partial refund for what ba- 
l sically amounted to a Time concert, although some people paid almost 
$200 per ticket. And the casino continues to insist that it never im- 
plied that The Artist would perform, despite evidence to the contrary, 
combined with the glaring fact that about 1100 people showed up in 
Artist and NPG paraphernalia to stand in the “Artist Concert” line. 

So, if any of your readers or if any member of your staff hears 
about these “1999 — The New Master” concerts, please be aware that 
a performance by The Artist is not guaranteed and there is a risk that 
you might pay way too much for a Time concert. 

Sincerely, 


April 


UPTOWN staff members have tried to get the casino's side of the 
story. Unfortunately, we have been unable to get any response. 
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Instrumentals 
Dear UPTOWN, 


I was just listening to some tracks when the following question 





came to mind. It’s about the Sound 80 instrumentals and I was 

wondering if it is really Prince who is playing there? Could you please 

tell me when this was recorded and who is playing there ? If it really 

is Prince I think it is one of his best musical performances ever! 
Yours sincerely, 


Rene Freequard 


You need the UPTOWN book TURN IT UP, as it includes details 
about all studio including eight 
instrumentals supposedly recorded at Sound 80 in 1977 (when 
Prince did the bulk of sessions at that studio). Featuring a line- 
up of drums, bass, and keyboards {no guitar), the instrumentals 
are highly accomplished, sounding like well-crafted composi- 


circulating sessions, 


tions rather than spur-of-the-moment jams. They show Prince's 
precocious musical talents and his versatility, covering blues, 


jazz, funk, and rock with the same ease. 





Boni Boyer single? 

I am a big fan of Boni Boyer. I heard that there is a 12-inch single 
entitled “Got To Give In To (Your?) Love” by Boni Boyer. It was 
probably released about early 80’s. Is she the one who was a member 
of Prince’s band? 

Tabito Morioka 


Any Boyer experts out there that can help us? We're at a loss here. 





Jill Jones and Anita Baker 


You may have the answer to these following extensive research, 





but just to update my own database, can you tell me: 

Did Prince write the Jill Jones B-Side, “77 Bleeker Street”? Given 
his close involvement on the accompanying album, despite seeming- 
ly random crediting, this seems most likely. 

What involvement, if any, did Prince have in the Anita Baker 
track, “I Apologize,” from her Rhythm Of Love album? The CD 
booklet credits the writers as Anita Baker, Barry J Eastmond and 
Gordon Chambers, but the publishing credits make reference to 
Paisley Park Music, ASCAP. 

It would not surprise me if you have previously identified these 
items. Or have 1 discovered something ? 

Regards, 

Russel Bailey 


The Artist did not write the two songs. As far as we know, he has 
nothing to do with the Anita Baker track. However, it is possible 
that a sample of one of his songs was used. Regarding “77 
Bleeker St,” this track came about after Prince’s production work 
on Jill Jones’ album had ceased. However, it is more than likely 
that he contributed instrumental parts to the song since it was 
sent to him by Jill. 


Madhouse 
Dear UPTOWN, 


Are you planning any articles on Madhouse, one of my favourite 








Prince side projects? You’ve written about Vanity 6, Apollonia 6, Sheila 
E., The Time, The Family, etc, so what about an in-depth article on 
Madhouse? It’s still one of the most “mysterious” projects as it has 
never really been revealed who the musicians were on 8 and 16. 

Tom Jansen 


A Madhouse article is in the planning, covering the four Mad- 
house projects between 1986 and 1993: 8, 16, and the two dif- 
ferent 24 projects (the first in 1988 and the second in 1993). Ac- 
cording to Per Nilsen, the descriptions of the two released Mad- 
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Moving forward? 

In response to F. Ryder Spiver’s comments in UPTOWN #35, I 
am inclined to agree that the Artist seems intent on looking down 
upon those who lead a life similar to the one he apparently used to. 
To be happy with being monogamous does not call for such blatant 
moralising in lyrics as found in “Come On,” or even songs like Chaka 
Khan’s “Pop My Clutch,” co-written by the Artist. 


For someone who used to offer an open-minded perspective when 


it came to gender and race, I find the Artist of today to be more close- [ 


minded, rather than forward thinking. Also, why the need for a sam- 
pling set? The whole point of hip-hop artists sampling is showing 
that you can creatively get something out of an already recorded song, 
through skill. It seems like a quick money-making exercise, rather 
than one for creativity, Sets like that just seem to further show Prince’s 
age as an artist, rather than moving forward as he used to, not con- 
tent to rest on his laurels. George Clinton once said that calling him 
a legend makes it sound like he’s past it. I hope it doesn’t have to be 
true in the case of TAFKA-Prince. 


Sunil Jayesh Chauhan 





Phoenix, Soul Explosion, Grand 
Central, and Champagne 

Hello UPTOWN 

Can you enlighten me about Grand Central, which I believe was 
Prince’s first band. Who were the members? Why did they change 
the name to Champagne? Can you clarify? 

Best regards, 

Cathryn Doyle 


Prince was about 13 years old when he started his first band with 
close friends André Anderson (later known as André Cymone) 
and Charles Smith (his second cousin). Prince decided that he 
would piay guitar in the group, while Charles was going to play 
drums and André bass guitar. The group was initially called 
Phoenix, a name suggested by Charles, who got it from an aloum 
by Grand Funk Railroad (Return Of The Phoenix, released in 1972), 
a white, heavy rock group who they all liked. The others rejected 
the name, however, and for some time they called themselves 
Soul Explosion, after a TV show, before settling for Grand Central. 
According to André, “It went to Grand Central, which is some- 
thing | think Prince came up with because he was really into 
Grand Funk Railroad.” Some time later, André’s sister, Linda, was 
added to the group when Prince taught her to play keyboards. 
André’s neighbour, Terry Jackson, who played percussion, also 
joined the band as it enabled them to rehearse in his home. 

Grand Central underwent a line-up change towards the end 
of 1974 when Charles was voted out of the group because the 
others felt he was missing too many rehearsals as a result of his 
commitment to the football team. He was replaced by a friend 
named Morris Day as drummer in the group. At the same time, 
Morris’ cousin, William Daughty, also joined the band, taking 
over for Terry Jackson on percussion. Morris had met Charles at 
North High before he was introduced to André and Prince. Mor- 
ris’ mother, LaVonne Daugherty, became Grand Central's manag- 
er when her son was became their drummer. She seemed to 
have some connections in the music business and there were 
vague promises of a deal with Isaac Hayes’ production compa- 
ny, yet nothing came of it. 

When Prince gave an interview to Central High Pioneer, a stu- 
dent newspaper at Central High, February 13th 1976, the band 
was referred to as Grand Central Corporation. Shortly afterwards 
the name was changed to Champagne to avoid a confrontation 
with Charles. He felt the name Grand Central belonged to him 
since he had started the band. Another reason for the name 
change was to avoid comparisons with Graham Central Station, 
a band which bass player Larry Graham had launched in 1973 
after leaving Sly and The Family Stone. “Because they came 
along afterward and everybody said we were trying to copy 
them,” says André, “It’s like, ‘No, no, no, we're not trying to copy 
anybody.’ So we changed it.” 











Client work order? 

Hello, 

In UPTOWN #37 on page 12 there’s a line that says “Client 
work order from Mountain Ears, the studio in Boulder, Colorado, 
where The Rebels’ recording sessions were held.” However, what 
does this mean? Have you forgot a picture or what? Just wondering, 


Stefan Hammarberg 


Yes, you're right, we missed to include a picture. We noticed it 
ourselves after the issue had gone to print. Anyway, here it is: 
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People Magazine And Rolling Stone [The Artist speaks} * Sunset in My Heart [Prince at Sunset 
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look at the Crystal Ball set] 1 UPTOWN #33 (May 1998): Going 2 The Crystal Ball [the inside 
story of the Camille and Crystal Ball albums] * There’s A Brand New Groove Going Round [a re- 
cording chronicle: from Dream Factory to Sign O’ The Times] + Daughters Of The Revolution 
[the story of Wendy & Lisa] 1 UPTOWN #34 (Septemeer 1998): Newpower Soul Is Here [New- 
power Soul album special] * Cali People Magazine And Rolling Stone [The Artist speaks — Part 
V] + We Should All Come 2gether 2 The Newpower Soul [the 1998 European tour - a preview] « 
Sign O'The Times Mess With Your Mind [Sign O’The Times album special] 1 UPTOWN #35 (No- 
VEMBER 1998): We Should All Come 2gether 2 The Newpower Soul [the August 1998 European 
tour report] + Desire, Screams Of Passion, And... Mutiny! [the rise and fall of The Family} + Con- 
versation Piece {A discussion with Per Nilsen about DanceMusicSexRomance] A UPTOWN #36 
(January 1999): New Power Soul Lay Claim 2 The Booty [the December 1998 European tour 
report] + Call People Magazine And Rolling Stone [The Artist speaks — Part VI] + Paint A Perfect 
Picture [Prince/The Artist Comic Books] * Come 2 My House [Chaka Khan profile] 1 UPTOWN 
#37 (Marcu 1999): Baby, He’s A Star fa look at the 90's music of Prince/the Artist] + The Cherrv 


Note: UPTOWN issues #1, #2, #3, #4, #5, #6, #7, #8, #9, #13 and #14 are sold out. 





. , The annual subscription to UPTOWN (5 issues) costs £30. 
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(Allow around four weeks’ delivery). 


Send your payment by 
a) cheques made payable to “UPTOWN UK“, (2) postal orders, or (3) cash by recorded delivery only, to 
UPTOWN UK 
PO Box 354 
Bromley BR1 3XT 
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The annual subscription to UPTOWN (5 issues) costs: 
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“Extensively researched... Manically detailed... 
The New Mušica Express 


For Prince obsessives and anal retentives, the litany of tour dates should induce orgasm... Nilsen’ S s familiar, with outtakes and erate sessions is enviable. 
_ Sounds 


Exhaustive and in-depth survey of the Minneapolis Maestro’‘s life and work... Decidedly covetable A must for fans or for anal-retentive types who feel insecure unless they know the name of 
Prince's funk jam performed on June 7, 1985. The only thing left to compose is the Prince question set for Trivial Pursuit. If anyone is to do it, Per Nilsen should. 
Q magazine 


Many books of this type merely dress up information that most fans already know; the strength of Per Nilsen's work is that besides documenting the concerts and records that are familiar to all 
he has also dug around to unearth some new information... Prince fans so won't be disappointed.” 
— Record Collector 


Excellent survey of chronologically arranged feats by the little big man from Minneapolis. 
Useful as a reliable Pook of reference: when/where did he play, when were his records released, who collaborated, etc. 
Oor r ella 


THE INDEPENDENT AND UNCENSORED MAGAZINE EXPLORING THE WORLD OF THE ARTIST FORMERLY KNOWN AS PRINCE 


PRESS RELEASE 
UPTOWN FIGHTS BACK, 
COUNTERSUES ARTIST FORMERLY KNOWN AS PRINCE 


April 9, 1999 

UPTOWN magazine, which was sued in 
February by the Artist Formerly Known as 
Prince, today filed its first legal response to 
the suit, including a countersuit against the 
Artist. 

UPTOWN 's “Answer with Counterclaims,” 
which can be viewed in full at (http:// 
Www.uptown.se/lawsuit],contends that the 
Artist is trying to shut down UPTOWN for his 
own economic benefit. 

The Artist and his lawyers, Thelen, Reid & 
Priest of New York City, last month asked the 
U.S. District Court for the District of New York 
to close UPTOWN, claiming the magazine 
has violated the musician's copyright and 
trademark rights in the unpronounceable 
Symbol he currently uses as his name. 

UPTOWN's lawyers called the Artist's 
claims preposterous, 

"It's clear that the Artist failed to under- 
take even a minimal factual investigation 
before filing this malicious claim,"said Alex 
Hahn of Hanify & King, RC. in Boston, 

UPTOWN ’s lawyers have uncovered evi- 
dence that the magazine — along with hun- 
dreds of other media outlets worldwide — 
was given permission to use the Symbol by 
the Artist's organization. 

“UPTOWN used the Symbol pursuant to 
the Artist’s requests, said UPTOWN attorney 
Paul Rapp of Cohen, Dax & Koenig in Albany, 
New York. “Under these circumstances, it’s 
frivolous for the Artist to assert that his 
copyright and trademark rights have been 
violated." 

UPTOWN's counterclaim charges the Art- 
ist with malicious abuse of legal process.The 
magazine claims that the Artist brought a 
groundless suit with the intent of forcing it 
out of business. 

“We would have gone under if these law 
firms hadn't stepped forward to help us,” 
said Lars O. Einarsson, UPTOWN's co-editor, 
“We're just a small group of fans, and we 
can't afford to fight the Artist and his mil- 
lions of dollars.” 

The UPTOWN legal team has also learned 


that the Symbol is not an original work, but 
rather a near-imitation of an ancient symbol 
for soapstone that can be seen ina 1950 book 
about alchemy. The soapstone symbol may 
be viewed at ([http://www.acs. 
oakland.edu/%7Emacuenca/soapston.htm]. 

UPTOWN's counterclaim also seeks a le- 
gal declaration that the Artist has no copy- 
right or trademark rights in the Symbol. 

UPTOWN, which is based in Sweden but 
circulates throughout the United States, was 
launched in 1991 by a small team of Prince 
fans. All profits are re-invested in the maga- 
zine. It has been praised for its insightful 
analysis of one of the 20th century's most 
creative pop musicians. 

ironically, the members of the UPTOWN 
legal team are themselves musicians and 
admirers of the Artist. Hahn recorded two 
albums and toured nationally with the post- 
punk group Volcano Suns, and Rapp re- 
corded four albums and toured nationally 
with the alternative pop group Blotto. David 
Evans, chairman of Hanify & King’s Compu- 
ter Law Group, is an accomplished guitarist. 

“One of my most powerful memories 
from touring is when we played at First Av- 
enue in Minneapolis, where Prince filmed 
Purple Rain,” Hahn said. “He's always been 
one of musical heroes, and it’s painful forme 
to see him fighting against freedom of 
speech.” 

The Artist's suit also claims that UPTOWN 
tried to pass itself off as an“official” Artist pub- 
lication. Ludicrous, say UPTOWN's attorneys. 

“UPTOWN has never claimed it is an ‘offi- 
cial’ publication. Indeed, the magazine con- 
tains a disclaimer stating itis independent,” 
said Evans. 

UPTOWN, undaunted by the lawsuit, pub- 
lished its 37th issue on March 31. Although 
the issue does contain information about 
the lawsuit, the editors elected to keep the 
focus on the Artist's music. 

“We're upset about the lawsuit, but to let 
the magazine become a forum for Artist- 
bashing isn’t fair to our fans,"said Einarsson. 
“This is pretty much a normal issue for us.” 


CONTACTS 


Alex Hahn, Esq. <cah@hanify.com> 
David Evans, Esq. <dle@hanify.com> 


Hanify & King, F.C. 
(617) 423-0400 


Paul Rapp, Esq. <prapp@capital.net> 
Cohen, Dax & Koenig 


(518) 432-1002 





PRESS RELEASE 
NEXT STEP IN LEGAL BATTLE: 
UPTOWN WILL DEPOSE PRINCE 


May 21,1999 

UPTOWN magazine, which is engaged in a legal battle with 
the Artist Formerly Known as Prince, today informed Prince's 
representatives that attorneys for the magazine will question 
Prince under oath at a deposition on June 25, in New York City. 

UPTOWN’'s move to depose Prince is the latest development 
in a saga that began in February when Prince sued UPTOWN, a 
magazine devoted to analyzing Prince's music, in U.S. District 
Court in New York. Prince claimed that UPTOWN unlawfully re- 
printed the unpronounceable Symbol that he now uses to iden- 
tify himself, and that UPTOWN tried to pass itself off as an “offi- 
cial” Prince publication. 

UPTOWN struck back in April with a countersuit charging that 
Prince is improperly using the legal system to drive a competi- 
tor out of business, UPTOWN claimed that Prince wants to clear 
the marketplace for his own website and planned official maga- 


zine.In a direct attack on Prince's infamous new “name, UPTOWN 


also asked the court to rule that the musician enjoys no copy- 
right or trademark rights in the Unpronounceable symbol. 

In another development, Prince admitted in legal papers that 
he provided media outlets with downloadable, computerized 
font copies of the Symbol. Reply to Amended Counterclaims, 
20,24.UPTOWN asserts that Prince, having freely given UPTOWN 
and other publications permission to re-print the Symbol, can- 
not now sue UPTOWN for doing so. 

Alex Hahn, Esq. of Hanify & King, A.C. in Boston, the law firm 
representing UPTOWN, said that Prince's legal effort seems to 
be in disarray. Since filing the suit, he said, Prince's representa- 
tives have taken no further steps to move the suit forward."His 
attorneys must realize this suit is a complete turkey, but they're 
afraid to contravene the wishes of their rich, famous client,” 
Hahn said."Prince, above all else, wants to drive UPTOWN out of 
business. Fortunately, the law does not allow the court system 
to be used in such a malicious way.” 

Since the suit was filed, UPTOWN has ceased identifying 
Prince as the Symbol, and has adopted an even more promi- 
nent disclaimer announcing that the magazine “is in no way 
affiliated with, authorized by, or connected to the artist formerly 
known as Prince, Paisley Park, N.P.G. Records, or Warner Bros. 
Records.” 

UPTOWN's staff members remain strong admirers of Prince's 
music despite the emotionally draining reality of the lawsuit. 
Recent issues of the magazine, while publishing updates on the 
suit, have continued to devote most of their space to analysis 
of Prince's music. 

“We're upset about the lawsuit, but to let the magazine be- 
come a forum for Artist-bashing isn't fair to our readers,” said 
Lars O. Einarsson, editor of UPTOWN. 


